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ABSTRACT
O lin , Harvey M artin , B.M, Wheaton C o lle g e , 1956 
M,M,, Eastman School o f Music o f th e  U n iv e rs ity  o f  R o ch es te r , 1961 
D octo r o f M usical A r ts ,  S pring  Commencement, 1973 
Major* Perform ance (V io lin )
An A n a ly s is  o f Perform ance  T echniques R equired in  S e le c te d  O rig in a l 
Works by F r i t s  K r e is le r  
Monograph d i r e c te d  by P ro fe s s o r  Kenneth B, Klaus 
Pages in  Monograph, 13^« Words in  A b s tra c t ,
B esides K r e i s l e r 's  s ix te e n  o r ig in a l  v i o l i n  p ie c e s — seven o f 
which a re  in c lu d ed  in  t h i s  s tu d y —h is  o u tp u t in c lu d e s  s ix ty - tw o  t r a n s ­
c r ip t i o n s  f o r  v i o l i n ,  a c o n c e rto  in  th e  s ty l e  o f V iv a ld i ,  a s t r in g  
q u a r t e t ,  f i f t e e n  p ie c e s  in  th e  s ty le  o f sev e n te en th  and e ig h te e n th -  
c e n tu ry  com posers, and cadensas f o r  n in e  c o n c e r to s . E ig h t o f th o se  
c o n c e r to  cadensas a re  in c lu d ed  in  t h i s  s tu d y t th e  n in th  c o n c e r to , 
th e  Tchaikovsky C oncerto  and cad en sa , l i e s  in  th e  t r a n s c r ip t io n  
c l a s s i f i c a t i o n ,  and so  i s  excluded from t h i s  s tu d y .
The c r i t e r i o n  f o r  s e le c t io n  o f  com positions t o  be inc luded  in  
t h i s  s tu d y —o th e r  th an  o r ig i n a l i t y —was th e  te c h n ic a l  v a lu e  im p l ic i t  
in  each  workt th e  com positions l i s t e d  below  a re  th e  most in c lu s iv e  o f  
advanced v io l in  te c h n iq u e s . I t  was th e  purpose o f th e  w r i te r  to  p o in t 
o u t th e  d iv e rs e  v i o l i n  te ch n iq u es  t h a t  a  v i o l i n i s t  must p o sse ss  o r de­
v e lo p  in  o rd e r  t o  perfo rm  each  o f  th e se  works s u c c e s s fu l ly .
1 , C ap rice  V ionnois
2 , La C hasse ( in  th e  s ty le  o f C a r t ie r )
3 , La G ltan a  
k ,  L leb esfreu d
5* M enuett ( in  th e  s ty le  o f Porpora)
v
6 .  The Old R e fra in
?• P rae lu d iu n  end A lle g ro  ( In  th e  s ty le  o f Pugnani)
8 . R e c i ta t iv e  end Schorsp f o r  V io lin  Alone
9 , Sohftt R osnarin  '
10, Taabourln  Chin o le
Cadensas
1 , C oncerto  In  D M ajor, Op, 61 by Beethoven
2 . C oncerto  in  D M ajor, Op, 77 by Brahms
3* C oncerto  No. 3 In  G M ajor by W. A, M osart
h ,  C oncerto  No, h in  D M ajor by W. A, M osart
5. C oncerto  No. 5 in  A M ajor by W. A. M osart
6 . C oneerto  No, 6 in  E -F la t  M ajor by W, A, M osart
7 . C oncerto  No, 1 in  D M ajor by P ag an in i
8 . C oncerto  No, 22 in  A Minor by Y i o t t i
The an a ly se s  a re  p re sen te d  in  a columned fo rm at w ith  ex ecu tio n  
te ch n iq u es  I d e n t i f i e d  by name and measure num ber, and w ith  examples 
shewn, A g lo s sa ry  i s  in c lu d ed  in  th e  monograph f o r  th e  purpose o f de­
f in in g  te rm s and e x p re ss io n s  used by th e  w r i te r  t h a t  a r e ,  f o r  th e  most 
p a r t ,  n o t  found in  th e  common te c h n ic a l  v o cab u la ry  o f v i o l i n i s t s  to d a y . 
The common body o f te c h n ic a l  v o cab u la ry  i s  used in  th e  a n a ly s e s , a l ­
though i t  i s  n o t found in  th e  G lo ssa ry ,
The v a lu e  o f  an a n a ly s is  o f t h i s  type  l i e s  m ostly  in  th e  a n a ly s is  
I t s e l f ,  and n o t n e c e s s a r i ly  in  i t s  im p lic a t io n s . However, sons s i g n i f ­
ic a n t  p ed ag o g ica l im p lic a tio n s  were drawn from  t h i s  s tu d y  * th e  s a l i e n t  
te c h n ic a l  c h a r a c t e r i s t i c  o f each  p ie c e  may be a r a t io n a le  f o r  a v io l in  
te a c h e r  t o  a s s ig n  i t  t o  a s tu d e n t  v i o l i n i s t  f o r  p r e p a ra t io n .  F or ex - 
aiqple, La Chasse would be an e x c e l le n t  s tu d y  f o r  th e  developm ent o f th e  
r le o o h e t  s t ro k e ,  and th e  thrown bow.
The eadensas may a ls o  be used a s  s tu d ie s ,  o r unaccompanied e tu d e s . 
They a re  more d i f f i c u l t  than  most o f  th e  v io l in  p ie c e s ,  b u t i f  a ss ig n e d  
a s  e tu d e s  th e y  would tend  to  d ev e lo p  th e  t e c h n ic a l  p ro f ic ie n c y  o f an
v i
a r t i s t  c a l i b r e  in  a v io l in i s t*  Those cadenzas* th e re fo re *  would se rv e  
a purpose s im i la r  to  t h a t  o f th e  c a p r ic e s  o f P ag an in i and W ien iavsk i,
The cadenzas a r e  c o n s tru c te d  alm ost co m p le te ly  o f d o u b le -s to p  ma­
t e r i a l *  K r e is le r  In v a r ia b ly  s e t s  a rp eg g io s  in  double s to p s  r a th e r  th an  
in  s in g le  n o te s i  m elod ies a re  r a r e ly  in  s in g le  n o te s —fr e q u e n t ly  in  
trem olos*  S in g le  n o te  v e lo c i ty  p assag es  a re  ra re *  and p ro b ab ly  a re  in ­
s e r te d  t o  ach iev e  r e la x a t io n  and a  c o n t r a s t  t o  th e  h eav in ess  of th e  
d o u b le -s to p  m a te ria l*
K re is le r* s  p re d is p o s i t io n  tow ard th e  in te r p o la t io n  o f t r i l l s ,  
s c h n e l l e r s * and th e  use o f o th e r  g race  no tes*  m ight w e ll be d e sc rib e d  as 
a  w aterm ark in  h is  music * f o r  th e y  a re  n o t  found t o  t h i s  e x te n t  In  th e  





T his monograph i s  e s s e n t i a l l y  a compendium of v io l in  p lay in g  te c h ­
n iq u es  e x tra c te d  from  th e  fo llo w in g  works o f F r i t z  K re is le r*
P ie c e s
1 . C ap rice  V ienno is
2 . La Chasse ( i n  th e  s ty le  o f C a r t ie r )
3 . La G itana  
L ieb esfreu d
5* M enuett ( in  th e  s ty le  o f Porpora)
6 . The OlA R e fra in
7 . P raeludlum  and A lle g ro  ( in  th e  s ty le  o f Pugnani)
8 . R e c l ta t iv o  and Scherzo f o r  V io lin  Alone
9 . Sch&i Rosmarin
10. Tambour in  C h in o ls
Cadenzas
1 . C oncerto  in  D M ajor, Op. 6l  by Beethoven
2 . C oncerto  in  D M ajor, Op. 77 by Brahms
3 . C oncerto  No, 3 in  G M ajor, by W. A, M ozart
4 .  C oncerto  No. 4 in  D M ajor, by W. A. M ozart
5 . C oncerto  No. 5 in  A M ajor, by W. A. M ozart
6 . C oncerto  No, 6 in  E -F la t  M ajor, by W, A. M ozart
7* C oncerto  No. 1 in  D M ajor, by P ag an in i
8 , C oncerto  No. 22 in  A M inor, by V io t t i
The c r i t e r i o n  f o r  th e  s e le c t io n  o f com positions in c lu d ed  in  t h i s  
s t u d y - o th e r  than  o r ig i n a l i t y —was th e  te c h n ic a l  v a lu e  im p l ic i t  in  each  
work; th e  com positions l i s t e d  above a re  th e  most in c lu s iv e  o f advanced 
v io l in  te c h n iq u e s . I t  w s th e  purpose o f th e  w r i te r  to  p o in t  ou t th e  
d iv e r s e  v io l in  te ch n iq u es  t h a t  a  v i o l i n i s t  must p o sse ss  o r d evelop  in  
o rd e r  t o  perform  each  o f th e se  works s u c c e s s fu l ly .
B esides the s ix teen  o r ig in a l v io l in  p ie c e s—-seven o f which are 
l i s t e d  above— K reisler* s  output in clu d es s ix ty -th r e e  tr a n sc r ip tio n s  for  
v i o l i n ,  a con certo  in  the s t y le  o f V iv a ld i, a s tr in g  q u a rtet, f i f t e e n  
p ie c e s  in  th e s t y le  o f seventeenth  and e igh teen th -cen tu ry  composers, and 
cadenzas fo r  n in e con certos. The n in th  concerto^ -the Tchaikowsky Con­
c e r to  and cadenza— l i e s  in  the tr a n sc r ip tio n  c la s s i f i c a t io n  and so  i s  
excluded from t h is  study.
Performance L evel, Format, and Scope
The v i o l i n i s t  who undertakes the preparation o f any o f th ese  
K reis ler  works should be an advanced stu d en t, or a t  le a s t  en terin g  h is  
advanced stage o f developm ent. In th is  case  the student w i l l  p ossess  a t  
l e a s t  a good command o f the b a sic  techniques u su a lly  a sso c ia ted  w ith th is  
l e v e l  o f competence: s h if t in g ,  p o s it io n s , v ib r a to , in to n a tio n , tone  
production , double s to p s , and chordal execu tion . I t  i s  assumed, o f  
co u rse , th a t by the study o f th ese  K reisler  works he w i l l  gain fu rth er  
b e n e f it  in  the development o f  th ese  foregoing techniques and in  h is  gen­
e r a l a b i l i t y  w ith h is  instrum ent. T herefore, referen ce in  the monograph 
to  th ese  p r e req u is ite  s k i l l s  and techniques i s  lim ite d , Furthermore, 
the te c h n ic a l language o f the monograph i s  structured w ith  t h is  advanced 
l e v e l  o f s tr in g  p layer in  mind, so comprehension below t h is  l e v e l  may be 
d i f f i c u l t .
The a n a ly t ic a l m ateria l in  th is  study Is  presented In a th r e e -  
column form at. The l e f t  hand column, Techniques and Related Problems. 
l i s t s  th e performance techniques th a t are required o f a v i o l i n i s t  who 
i s  undertaking the preparation o f th ese  works, (In  a few ca ses  re la ted  
techniques are shown as sub-headings in  column th r e e ,)  In most ca se s
th e  te ch n iq u e  I t s e l f  i s  named, b u t when th e  ex ec u tio n  te ch n iq u e  r e q u ir e s  
a complex d e s c r ip t io n ,  th e  te rm  g iven  in  th e  l e f t  oolumn i s  a te rm  th a t  
i d e n t i f i e s  th e  m usica l m a te r ia l  o r th e  problem  in  which t h a t  tech n iq u e  i s  
im p l i c i t .  The tech n iq u e  i s  th en  i s o la te d  and d e sc r ib e d  in  column th r e e .
The m iddle colum n, Exemplary M easures, i d e n t i f i e s  m easures in  th e  
music where t h i s  te ch n iq u e  may be found . (T h is  column i s  n o t an exhaus­
t i v e  r e f e r e n c e ,  b u t on ly  a  guide to  th e  in te r e s t e d  re a d e r  who has a v a i l ­
a b le  t o  h im se lf  a  copy o f th e  work t h a t  i s  being  a n a ly se d .)  Measure num­
b e rs  o f exam ples t h a t  a re  n o t in c lu d ed  in  t h i s  column a re  sim ply  re p ro ­
d u c tio n s  o f th e  same or a  s im i la r  te c h n ic a l  problem .
In  th e  t h i r d  s o lu m . Examples and Remarks.  th e  re a d e r  w i l l  f in d  
some d is c u s s io n  o f  th e  te ch n iq u es  under c o n s id e ra t io n ,  w ith  exam ples 
u s u a l ly  g iv e n .
A lthough t h i s  monograph i s  p ed ag o g ica l in  n a tu r e ,  em phasis w i l l  
n o t  be p laced  an p ro ced u res  o f p r a c t ic in g .  I f  suoh procedures a re  p o in ted  
o u t ,  i t  i s  on ly  f o r  th e  purpose o f i s o la t in g  a n e c e ssa ry  te ch n iq u e  t h a t  
should be developed in  o rd e r t o  re s o lv e  a  d i f f i c u l t y  in  th e  e x ecu tio n  of 
th e  m usical m a te r ia l .
Terms and e x p re ss io n s  used in  th e  a n a ly se s  and found a s  w e ll in  
th e  G lo ssa ry  w i l l  be marked by an a s t e r i s k .  Where exam ples a re  g iv en , a r ­
rows w i l l  in d ic a te —when p rac ticab le— th e  e x a c t p o in t  in  th e  measure where 
a p a r t i c u l a r  tech n iq u e  i s  t o  be employed.
A g lo s sa ry  i s  lo c a te d  a t  th e  end o f th e  monograph. I t  i s  a l i s t ­
in g  o f  c e r t a in  v io l in  te ch n iq u es  and o f ty p es  o f id io m a tic  m u sica l m ater­
i a l  f o r  th e  v io l in  t h a t  im ply th e  use o f v io l in  te c h n iq u e s . The G lo ssa ry  
I s  n o t  a  r e p o s i to ry  o f  a l l  p o s s ib le  v io l in  te c h n iq u e s , n o r o f a l l  th e  
te ch n iq u es  c i t e d  In  t h i s  monograph. N e ith e r  i s  th e  G lo ssa ry  d esig n ed  to
4
I n s t r u c t  th e  re a d e r  th o ro u g h ly  In  th e  ex ecu tio n  o f each  te ch n iq u e  l i s t e d .  
However, th e s e  term s and e x p re ss io n s  in  th e  G lo ssa ry  do c o n s t i tu t e  a s ig ­
n i f i c a n t  p o r t io n  o f th e  a n a ly s is .  The term s and e x p re ss io n s  f a l l  in to  
th e  th re e  fo llo w in g  c a te g o r ie s  t
1 , Techniques and id io m a tic  term s t h a t  have te e n  a ss ig n ed  names 
by th e  w r i te r  where names and d e s c r ip t io n s  o f such te ch n iq u es  
and term s a re  n o t a  p a r t  o f  th e  body o f  t r a d i t i o n a l  v io l in  
tech n iq u e  no m en cla tu re ,
2 , Techniques and id io m a tic  term s t h a t  a re  commonly used, b u t 
e x i s t  w ith o u t c l e a r  u n iv e r s a l ly  accep ted  d e f i n i t i o n s .  Defini­
t i o n s ,  th e n ,  a re  g iven  to  th e se  in  o rd e r t o  re n d e r  them com­
p le t e ly  s u i ta b le  f o r  use  in  t h i s  s tu d y ,
3 , Techniques and id io m a tic  term s t h a t  a re  in  use b u t whose de­
f i n i t i o n s  th e  w r i te r  w ishes t o  expand upon in  o rd e r t o  la y  
s t r e s s  upon t h e i r  p e d ag o g ica l s ig n if ic a n c e .
C h a r ts  o f bowing and le f t -h a n d  te ch n iq u es  a re  a l s o  in c lu d ed  a t  th e  
end o f  th e  s tu d y  t o  g iv e  a cum ula tive  re fe re n c e  f o r  te ch n iq u es  r e f e r r e d  
to  in  th e  a n a ly s e s . Some u b iq u ito u s  te ch n iq u es  ( e , g , t p o rtam en to s , 
s t r i d e s ,  h a i r  le a p s ,  v ib ra to )  a re  om itted  from  th e se  c h a r ts  a lth o u g h  r e ­
fe re n c e s  t o  them in  th e  a n a ly se s  a re  im p o rtan t. Even though th ey  may ap­
p e a r  in  th e  G lo ssa ry  a t t e n t io n  I s  given t o  such te ch n iq u es  a s  th e s e  main­
ly  when t h e i r  ex ec u tio n  i s  c a t a l y t i c  to  th e  o th e r  m ajor te c h n iq u e s .
P rev io u s  A n a ly tic a l  S tu d ie s
In  th e  fo u r  c e n tu r ie s  o f th e  e x is te n c e  of th e  v i o l i n ,  hundreds o f 
volum es have been w r i t te n  on th e  p la y in g  o f  i t }  how ever, v e ry  few  o f 
th e s e  works o f f e r  com plete o r even p a r t i a l  a n a ly se s  o f v io l in  w orks.
The f i r s t  s i g n i f i c a n t  s tu d y  o f v io l in  tech n iq u e  to  p re s e n t  o b je c t iv e  
a n a ly se s  o f  com plete works f o r  th e  v io l in  was The A rt o f V io lin  P lay in g
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(1 9 3 0 ), by C a r l  F le s c h ,*  F le sc h , perhaps th e  g r e a te s t  o f v io l in  peda­
gogues, approached a l l  problem s o f v io l in  p la y in g  In  an o b je c t iv e  and
a n a ly t i c a l  manner. In  1925 A lb e rto  Beckmann preduced An E ncyclopedia  of 
2th e  V io l in ,  In  c h a p te r  t h i r t e e n  o f t h i s  work Beckmann p re s e n ts  a c u r -  
s o iy  t e c h n ic a l  a n a ly s is  o f  t h i r t e e n  m ajor v io l in  w orks, In c lu d ed  In  t h a t  
f i f t y - n i n e  page c h a p te r  a re  a n a ly se s  o f  seven c o n c e rto s  and th e  J .  S.
Bach Chaocwne f o r  s o lo  v i o l i n ,
A more r e c e n t  p ed ag o g ica l work t h a t  in v o lv e s  te c h n ic a l  a n a ly s is  
i s  Ivan  G alara ian 's  P r in c ip le s  o f  V io lin  P lay in g  and Teaching ( 1962 ) .3  i t  
i s  a  h ig h ly  p ra is e d  manual t h a t  i s  co n sid e red  by many to  be th e  c u r re n t  
s ta n d a rd  o f  v io l i n  tech n iq u es  however, te c h n ic a l  a n a ly s is  i s  on ly  a 
s m a ll, a lth o u g h  v i t a l ,  p a r t  o f  t h i s  work. In  1965 Joseph S z ig e t i  p ro ­
duced an e x c e l le n t  s tu d y  o f th e  te n  v io l in  and p iano  so n a ta s  o f B eet­
hoven.^  O ther a n a ly t i c a l  works a re  l i s t e d  In  th e  B ib lio g rap h y ,
P ed ag o g ica l Im p lic a tio n s  
G raduate  s tu d e n t r e s e a rc h e rs  have c h a r a c t e r i s t i c a l l y  avoided  t h i s  
type o f a n a ly s is  o f v io l in  te c h n iq u e , perhaps because o f a f e a r  t h a t  i t  
i s  to o  r i g i d  and a rg u a b le . W hile r e a l iz in g  t h a t  th e re  i s  some t r u e
b a s is  in  t h a t  a n x ie ty , i t  i s  b e lie v e d  t h a t  th e  a n a ly se s  which fo llo w  
w i l l  p ro v id e  sone ev id en ce  t h a t  th e se  s e le c te d  p ie c e s  and cadenzas o f
^C arl F le s c h , The A rt o f  V io lin  P la y in g , V o l, IX* A r t i s t i c  R eal­
iz a t io n  and I n s t r u c t io n  (New York* C a r l  F is c h e r ,  I n c , ,  1930),
^A lb e rto  Baehmarm, An E ncycloped ia  o f th e  V io lin  (New York* Da 
Capo P r e s s ,  1966), p . 212.
^Ivan  G alam ian, P r in c ip le s  o f V io lin  P lay in g  and Teaching (E ngle­
wood C l i f f s ,  New Jersey*  P r e n t i s s - H a l l ,  I n c . ,  1962),
^Joseph  S z ig e t i ,  The Ten P ia n o -V lo lin  S onatas o f  Beethoven (Ur­
b a n s , I l l i n o i s *  American S tr in g  T eachers A sso c ia tio n , 1965)•
6
F r i t*  K r e is le r  may be used as  d id a c t ic  m a te r ia l  f o r  th e  developm ent of 
s tu d e n t  v i o l i n i s t s .  The p ie c e s  w ith  p iano  accom panim ent, l i s t e d  above, 
make e x c e l le n t  accompanied e tu d e s , and th e  cadenzas—fr e q u e n t ly  perfo rm ­
ed in  c o n c e r to  c o n c e r ts  today— make superb  unaccompanied e tu d e s .
S tu d e n t v i o l i n i s t s  f r e q u e n t ly  become d i s d a in f u l  o f th e  s tu d y  of 
th e  s ta n d a rd  e tude  l i t e r a t u r e ,  so o f te n  f e l t  by some t o  be laden  w ith  
s t e r i l e  v ig n e t t e s .  I f  a  te a c h e r  deems i t  v i t a l  f o r  such a s tu d e n t to  
com plete a  sy s te m a tic  s tu d y  o f th e  c o n v en tio n a l e tude  m a te r ia l ,  p e r­
haps a  w e l l  chosen K r e is le r  p ie c e ,  o r cadenza , would g iv e  him a t  once a 
w orthw hile  change o f  pace and a needed te c h n ic a l  b o o s t. I f  i t  i s  n o t 
v i t a l  t h a t  th e  s tu d e n t  com plete th e  s tan d a rd  e tu d e  sch o o l, he can r e ­
c e iv e  p r o f i t a b l e  sch o o lin g  from  th e  K re is le r  works s in c e  th e y  o f f e r  ex­
c e l l e n t  t e c h n ic a l  problem s to g e th e r  w ith  s a t i s f y in g  Id io m atic  and music­
a l  rew ard s .
There i s  no need t o  prove t h a t  th e se  p ie c e s  and cadenzas a re  ex­
c e l l e n t  v io l in  music i th e y  r e s t  upon t h e i r  own m e rit and re p u ta t io n  a s  
b e a u t i f u l  v io l i n  works w ith  u n u su a lly  s tro n g  audience a p p e a l. There 
was a p e rio d  o f  tim e in  th e  p a s t—approx im ate ly  d u rin g  th e  second q u a r­
t e r  o f t h i s  c en tu ry —when th e  s tu d y  and perform ance o f th e se  works was 
commonplace. The w r i te r  b e l ie v e s  t h a t  th o se  who s tu d ie d  th e s e  works 
p ro f i te d  g r e a t ly  by ex p e rien c in g  a broad in c re a se  in  te c h n ic a l  p r o f i ­
c ien c y  in  a  r e l a t i v e l y  s h o r t  p e r io d  o f tim e . A fte r  F r i t z  K re is le r  r e ­
signed  from  th e  c o n c e r t  s ta g e ,  th e  le a rn in g  and perform ing o f  h is  com­
p o s i t io n s  by o th e r  v i o l i n i s t s  d e c l in e d .  T h is  waning was a c c e le ra te d  
by a c o n c u r re n t d i s in c l in a t io n  o f c o n c e r t  perfo rm ers to  in c lu d e  s h o r t  
p ie c e s  on t h e i r  program s a s  th e y  became in c re a s in g ly  d isp o sed  toward 
perfo rm ing  so n a ta s  f o r  v io l in  and p ia n o . Now K r e i s l e r 's  music i s
7
p r a c t i c a l l y  unheard . T h is  w r i te r  hopes, however, t h a t  t h i s  monograph 
may se rv e  t o  renew i n t e r e s t  in  th e  s tu d y  and perform ance o f th e  music 
o f  th e  l a t e  m aster v i o l i n i s t ,  F r i t z  K r e is le r .
PART ONE
ANALYSES OF THE PERFORMANCE TECHNIQUES 
OF THE SELECTED PIECES
T echniques and 
R e la te d  Problem s
1 .  Accented 
S tro k es
2 ,  Bounding 
S tro k e s
V)
I I .  CAPRICE VIENNOIS
Exemplary
M easures Examples and Remarks
Bowing Techniques
2 ,4 ,6 9 .1 4 1 , a .  H alted  S tro k e* . 
105
mm. 2*3
9 2 ,9 ^ »75»79 b . Thrown A ccent* . The n o te  immedi-
83-84 a t e ly  fo llo w in g  must a l s o  be ac ­
cen ted  ( In n e r  A ccent S tro k e * ) .
*  * .......................
m. 93
c .  In n e r  A ccent S troke** 
________
m. 13
I f 67#72-73 s .  R ico ch e t. Care must be tak en  to
p rev en t th e  s ix te e n th  n o te s  from  
rebounding so  q u ic k ly  t h a t  each  
n o te  i s  n o t  d i s t i n c t l y  h e a rd .
In v e rte d
D^tache*





7 ^ t ?8*82
m, 4
e .  Thrown Bow*. The A r tic u la t io n *  
must be a s  c r i s p  a s  p o s s ib le  w ith ­
o u t becoming c o a r s e •
m i2
m. 7^




nJlt i e  ho 100-103
11
r  ■ f f j r i - f J
ft
f i H -
XT 1
mm
------- t i t i s s s t i i a
. 101-102
5 , C om bination 10,12 I f  th e  bow i s  r e s t r a in e d  on th e  i n i t i a l
S troke*  s tro k e  (up s tro k e )  th e  com bination  ba­
la n c e s  p e r f e c t ly ,
m, 12
6 .  T ied  Hook* 10 ,12
m. 10




Normal p o r ta to , 
P  rufiato  rit.
12
8 . S o s te n u to  2-3,**-5»l^ The v i o l i n i s t  must r e s t r a i n  th e  bow
2 6 , 105-106  speed a f t e r  th e  i n i t i a t i o n  o f th e  
s t r o k e ,  and s e l e c t  a  c o n ta c t  p o in t 
c lo s e r  to  th e  b rid g e  (b u t w ith o u t 
c o a rse  to n e ) .
run, 13- 1^
20-5® ,108-130 C o n sis ten cy  o f bow p re s su re  i s  needed
th ro u g h o u t th e se  m easures t o  in s u re  th e  
l i n e  o f  th e  m a te r ia l .  The bow p re s su re  
should  be enough t o  " s in g "  b u t n o t so  
much th a t  th e  bow changes produce h a rsh  
A r t ic u la t io n s * .
f & c f  (I f  l f y »  J ' p
^  \fofce, Te MSrato I I
mm, 20-21
9 . H a ir Leaps* 25-26 The Jump* and H air Leap* must be exe­
cu ted  s im u lta n eo u s ly . The v i o l i n i s t  
should  n o t  th in k  o f them a s  two s e p a r­
a te  a c t io n s .
(■ m-A
Xm  ft ~w  f  V -l = f c * LLJ
mm, 25-27
L e f t  Hand Techniques
10, T a c t i l e  In to n -  68 -6 9  The s in g le  s t r in g  o c tave  Jump* i s  an
a tio n *  im p o rtan t ta c to - k in e s th e t lc  tech n iq u e
f o r  th e  v i o l i n i s t  to  a c q u ire  a s  a p a r t  
o f h is  f in g e rb o a rd  te c h n iq u e . In  th e  
fo llo w in g  exam ple, a lth o u g h  th e  n a tu r a l  
harmonic B in te rv e n e s — i t  can be exe­
cu ted  in  th e  f i r s t  p o s i t io n  by th e  
fo u r th  f in g e r  w ith  th e  f i r s t  f in g e r  r e ­
m aining a s  th e  low er f in g e r  in  th e  
harm onic— th e  se n sa tio n  o f th e  Jumping* 
d is ta n c e  i s  e x a c t ly  an o c ta v e .
13
aim* 68-69
In  th e  Jump* between b a rs  43 and 44 th e  
v i o l i n i s t  must le av e  th e  fo u r th  p o s i­
t io n  end a r r iv e  in  th e  second p o s it io n  
e n t i r e l y  by t a c to - k ln e e th e t ie  sensation*
mm* 43-44
The same i s  t r u e  in  th e  Jump* between 
b a rs  83 and 84*
mm* 83-84
The portam ento* as a t a c t i l e  sen sa tio n *  
i s  a  v i t a l  e lem ent in  s h i f t in g  t h a t  
does n o t in v o lv e  th e  Jump** I t  should 
be rap id *  b u t n o t je rk y .
mm* 126-127
In  th e  use o f th e  portam ento* th e  v i ­
o l i n i s t  should c o n s id e r  th e  tim in g  fa c ­
to r*  In  th e  case  o f  th e  portam ento  on 
th e  Mnev  f in g e r ( # ) 11 — th e  m ajor u se  o f 
th e  portam ento—th e  l e f t  hand a c t io n  
( s l i d e ;  should  c o in c id e  e x a c tly  w ith
14
th e  change o f s t ro k e ,  I f  a change i s  
made.
11* D ouble S tops 2 0 -67 ,72 -95  The F lo a tin g  Touch* mode o f ex ecu tio n
108-139 i«  v i t a l  h e re , ex cep t in  p la e e s  where
th e  l e f t  hand a c t io n  i s  f ix e d  (such  as 
in  th e  c ase  o f  long n o t e s ) ,
»m, 130-131
o r in  th e  fo llo w in g  in s ta n c e  where th e  
ho ld ing  f in g e r  ( f i r s t  f in g e r )  i s  fix ed *
i l l
—  —  ^
1 •  •  w
1 m  "m  _
N - f  S - £ -
•  * * e  •  a  *
□
• C L T•  *
tarn, 132-133
V ib ra to  l a  necessary on a l l  double 
s to p s .  T his i s  f o r  warmth o f  tc n e . 
F lo a tin g  Touch* h e lp s  ease  th e  a tro n u  
ousness o f d o u b le -s to p  v ib r a to .
12. Harmonics 2 ,4 ,6 8 ,1 4 0 -  The fo llo w in g  example r e q u ire s  th e  use
142 o f th e  f in g e r  e x ten s io n  and so  th e  low­
e r  f in g e r  o f th e  p a i r  ( f i r s t  f in g e r )  
shou ld  be f irm ly  f ix e d  on th e  f in g e r ­
board t o  p re v e n t i t s  being  moved from  
p la c e  by th e  e x te n s io n  p u l l  and by th e  
v ib r a to .
f 9 t k
^ ^ 3 sr
mm, 140-141
1 3 ,  Ornaments 1 0 ,1 2 ,2 1 ,3 7  Double and s in g le  S c h n e lle rs * should be
ex ecu ted  r a p id ly .
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14 . Chords
69 The t r i l l  should ba m u ltip le  c y c le .
Mr :z
nm. 69-70
8 6 ,9 0 -9 2 ,1 4 3 - P iz z ic a to  c h o rd s . The f i r s t  o r second 
144 f in g e r  may be u sed , depending upon th e
p re fe re n c e  o f th e  T i o l i n i s t .  However, 
th e  f l a t ,  f le s h y  p a r t  o f th e  f in g e r  
shou ld  be used w ith  fo llo w -th ro u g h  o f 
th e  hand. The b e s t  c o n ta c t  p o in t  f o r  
to n e  q u a l i ty  i s  w e ll  over th e  f in g e r ­
b o a rd .
T echniques and 
R e la te d  Problem s
1. Thrown Bow 
S ty le s*
I I I .  LA CHASSE
Exemplary
M easures Examples and Remarks
Bowing Techniques
(U b iq u ito u s) The two p r in c ip a l  s ty le s  found are*
a .  Thrown Bow*.
m. 3
b . Thrown F ly in g  S ta c c a to * . I n d ic a t ­
ed by th e  s lu r s  w ith  d o ts .A
•
P = £ q MS E E S e —
m. 7
In  th e se  bow s ty le s  th e  tone  d u ra tio n  
should  n o t be lo n g e r than  th e  A r t ic u la ­
tio n *  i t s e l f i  th e  p i to h  w i l l  be c a r r ie d  
by th e  A r t ic u la t io n * .
2 . Change o f Bow- ^ » 8 #33*37 
in g  S ty le
From th e  thrown s tro k e s  to  th e  H alted  
S tro k e * f
17
o r th e  Accented D ateche* s tro k e ,
mm. 11-12
3 . R ico ch e t (U b iq u ito u s) The s ix te e n th  n o te s  a re  alw ays executed
in  th e  r ic o c h e t  s t y l e .
p — - 1 -
3




The two in s ta n c e s  in  which t h i s  i s  n o t 
t r u e  a re  p ro b ab ly  p r i n t e r 's  e r r o r s .  I t  
i s  j u s t i f i a b l e , however, t o  ex ecu te  th e  
s ix te e n th  n o te s  in  measure 70 s e p a ra te ­
ly  and "on th e  s t r i n g . "  b u t th e  s ix ­
te e n th  n o te s  in  b a r  ?1  should  be done 
a s  r ic o c h e t .
70-72
C are must be tak en  n o t to  p e rm it th e  
s ix te e n th  n o te s  to  be execu ted  to o  ra p ­
i d ly ,  In  t h i s  e ase  th e  p i tc h  would be 
l o s t  t o  th e  e a r  and th e  r e s u l t  would be 
a b lu r r in g  of the m a te r ia l .
h .  E xecu tion  o f  21^22,81-82 The bow should n o t  be allow ed  to  r e -  
Omaments bound from th e  double s to p  im m ediately
p r io r  to  th e  double g race  n o te  in  mea­
su re  21, The rebound would d i s tu r b  th e  
flo w  o f th e  rhythm . In s te a d ,  th e  bow 
must change d i r e c t io n  w hile  being f irm ­
ly  " i n t o  th e  s t r in g "  and ex ecu te  th e  
portam ento  to  th e  d o u b le -s to p , a r r i v ­
in g  in  th e  f i f t h  p o s i t io n  on th e  fo u r th  
b e a t .
M, 21
5 . S e le c t io n  o f 
Bow E xecu tion  
Are*
Bar 22 p re s e n ts  a d i f f e r e n t  problem .
The s ix  e ig h th  n o te  doub le  s to p s  should 
sound th e  sane le n g th  in  t h i s  c a s e , 
s in c e  th e re  i s  no p o r ta n e n to  and accent* 
The rebound should  be a lie n e d  th rough* 
o u t th e  n e a su re .
l 2
3 . fifl 4
l - f r
4»---- —  w~
m
n . 22
The v i o l i n i s t  m is t d i s c o r e r  th e  b e s t  
p o r tio n  o f th e  bow t o  use  th ro ughou t 
th e  p ie c e . F o r te  p assag es  should  be 
execu ted  in  th e  lo n e r  h a l f  \ th e  c lo s e r  
to  th e  fro g  th e  so re  c o a rse  and f o r t e  
th e  r e s u l t .
P iano  m a te r ia l  should be execu ted  be­
tween th e  m iddle and th e  t l p t  th e  
c lo s e r  to  th e  t i p  th e  l i g h t e r  and s o f t ­
e r  th e  r e s u l t .  (The v i o l i n i s t ,  however, 
should  av o id  th e  extrem e t i p  and th e  
extrem e f r o g . )
19
6 . T a c t i l e  In ­
to n a tio n *
7 .  C om bination 
Accent*
8 . S a t e l l i t e
P o sitio n *
19-20,2^-25 
78 ,85
M a te r ia l in  th e  h igh  p o s i t io n s  on th e  
£ and A s t r i n g s  should  be exeeu ted  w ith  
more broAdness e f  th e  thrown s tro k e  in  
o rd e r  to  avo id  th e  th in  and "choppy" 
e f f e o t  t h a t  would r e s u l t  o th e rw ise .
m
nun, 2*1—25
L e f t  Hand Techniques
**-5 .8 ,12 ,33 - 
Jk
The Jumping* tech n iq u e  i s  e x te n s iv e ly  
re q u ire d  in  t h i s  work. The v i o l i n i s t  
must be a lre a d y  eap ab le  o f t h i s  a b i l i t y  
o r be Able to  dev elo p s  i t  to  th e  e x te n t  
t h a t  i t  i s  re q u ire d  in  o rd e r  t o  suc­
c e s s f u l ly  p re p a re  t h i s  p ie c e .
A l l  n o te a  lo n g e r th a n  an e ig h th  n o te  
must be execu ted  W ith t h i s  te c h n iq u e .
mm. 58-59
1 5 ,1 7 ,7 5 ,7 7  The a c c e n ts  found on th e  e ig h th  n o te s  
exeeu ted  by th e  thrown strokes in v o lv e  
th e  bow o n ly . The fo llo w in g , however, 
should  be exeeu ted  w ith  th e  Com bination 
A ccen t*»
o r *  I  m P" ■!
ere sc.
m.  75
10 ,2 3 ,8 3 The thumb rem ains in  f i r s t  p o s i t io n  a s  
th e  f in g e r s  advance— te m p o ra rily —to  




9 . F in g e r in g s  The v i o l i n i s t  should choose f in g e r in g s
t h a t  a f fo rd  h in  th e  g r e a te s t  ease  in  
th e  p h y s ic a l  conform ation  o f th e  l e f t  
hand in  o rd e r t o  f a c i l i t a t e  accu racy  of 
in to n a tio n *  The s l s e  o f  th e  hand w i l l ,  
t o  a la rg e  d e g re e , d e term ine  w hether or 
n o t  th e  com poser's  su ggested  f in g e r in g s  
a re  best*
I t  i s  a d v isa b le  to  r e t a i n  F in g e r Shapes* 
when Jumping* o r s h i f t in g *  T h is  p r in ­
c ip le  w i l l  h e lp  th e  v i o l i n i s t  choose 
th e  most s u c c e s s fu l  f in g e r in g s*
21
IV. LA GITANA
T echniques and Exemplary 
R e la te d  Problem s M easures Examples and Remarks
Bowing Techniques
1 . V e lo c ity  
P assag es
1 ,3 .5 -7 P le n ty  of bow should be re se rv ed  fo r  
th e  co n c lu s io n  o f each passage in  o rd er 
to  c l a r i f y  th e  r e la t io n s h ip  o f th e  pas­
sage t o  th e  f i n a l  n o te .  The bow, there­
f o r e ,  should be sp e n t w ith  r e s t r a i n t  
u n t i l  th e  l a s t  s e v e ra l  n o te s—-then used 
f r e e ly .
nun, 1-2
In  th e  lo n g e r p a ssa g e , th e  bow s tro k e s  
may be d iv id e d  f r e e ly  by th e  v i o l i n i s t  
in  o rd e r  to  s u i t  th e  bow changes and 
bow p re s su re -sp e e d  r e la t io n s h ip  to  h is  
in te r p r e t iv e  i n s t i n c t s  and l e f t  hand 
prob lem s. (One must c a u tio u s ly  remem­
b er t h a t  th e  more changes of s tro k e  
t h a t  a re  made th e  le s s  b r i l l i a n t  th e
p assage  becom es.)
Cadenza ad libitvm brillante
m.7
2 . H alted  S troke*  1 ,3 ,5 -7 ,^ 3  A lthough n o t  always in d ic a te d  by th e
com poser, th e  t i e d  q u a r te r s  in  each 
case  w i l l  be H alted* a f t e r  th e  i n i t i a ­
t io n  o f th e  s t ro k e .
m* 5
15- 16,23-2^ Down s tro k e s  in  a h ig h ly  A rtic u la te d *  
passage  such a s  t h i s  must a l s o  be 
H a lted * .
m. 16
3* Thrown Accent* 7 ,? 8  I f  th e  v i o l i n i s t  e l e c t s  t o  p la y  th e
t r i l l  a t  th e  p o in t o f th e  bow, th e  
Whipped Bow* nay be used in  l i e u  o f th e  
Thrown Accent** (See measure 7, item  
No. 1 , ab o v e .)
7 -8 ,7 9 -8 0 The a cc e n t i s  thrown a l s o  a t  th e  ends 
o f b a rs  7 and 79 , and on th e  f i r s t  n o te  





k .  A r t ic u la t io n *  10-2h M easures 10 and 18 r e q u ire  c r i s p  i n i ­
t i a l  A r t ic u la t io n *  (analogous to  th e  
consonan t T in  sp eech ).
A
in. 10
10-13 ,18-21  Tied Hook* w ith  a  Whipped* A r t ic u la ­
tio n *  i s  recommended (b a r  10) in  l i e u  
o f th e  in d ic a t io n s  o f th e  composer in
23
o rd e r to  enhance th e  so s te n u to  of th e  
n u s ie a l  l i n e .  (The f r e e  e ig h th  n o te  
should  be hooked to  th e  p reced in g  t ie d  
q u a r te r* )
nun* 11-13
N o tice  th e  Thrown F ly in g  S tacca to *  in  
b a r  l l y above*
As p r in t e d ,  th e  a cc e n t s ig n s  in d ic a te  
th e  us© o f th e  Thrown A ccent* , A Whip­
ped Bow* must be used to  i n i t i a t e  th e  
s ix te e n th  n o te s  fo llow ed  by th e  Thrown 
F ly in g  S ta c c a to * .
mm, 10-13
26-27 Throughout t h i s  c a n ta b i le  p o r tio n  o f
th e  p ie c e ,  th e  A r t ic u la t io n *  should  be 
a s  smooth as  p o s s ib le  in  o rd e r to  con­
t r a s t  th e  h ig h ly  A r tic u la te d *  opening 
s e c t io n s 9
5* R ico ch e t 13*23 (T h irty -seco n d  n o te s . )  T his s tro k e  
should be done in  th e  middle or low er 
h a l f  o f th e  bow, a lth o u g h  i t  must n o t 
become o o a rs e . The up s tro k e  i s  t o  be 
th e  Thrown F ly ing  S ta c ca to * ,
4
m. 15
6 . Com bination (U b iq u ito u s) Every bow a c c e n t must be accompanied by
A ccent* a v ib r a to  a c c e n t ,
2k
7 • In n e r  A ccent 
S troke*
8 , Com bination 
S troke*
9 . V e lo c ity  Pas 
sag es
2? *32-3** *39-^1 T h is  in te rp o la te d  ornament should be 
accen ted  fo r  c la r i ty #
4
m. 27
33-31* ,75-76 The d o tte d  q u a r te r  n o te  and th e  d o tte d  
h a l f  n o te  m ust re c e iv e  a c c e n t to  avoid  
u n d e rs ta te m e n t•
p=ppf.
mm* 33-3**
**5-**6,55-57 C om binations such a s  t h i s  a re  b a s ic  in  
th e  c a n ta b i le  p o rtio n #  When ex ecu tin g  
th e  e ig h th  n o te s  ( s lu r r e d  o r s ep a ra te ) , 
th e  bow speed should  be c o n s ta n t ly  th e  
same. T h is  w i l l  In su re  th e  s o s te n u to  
needed here#
mm# h5-**6
L e f t  Hand Techniques
1-7*77 The ra p id  speed should  n o t begin  a t  th e
o u ts e t  o f  th e  passage* b u t only  a f t e r  a 
n o te  o r two have been p layed  a t  a  mod­
e r a te  speed# The c l a r i t y  o f l i n e  i s  
s a c r i f ic e d  otherw ise#
25
The s h i f t s  in  th e  ra p id  passag es  should 
ha smooth and unaccen ted  i f  th e y  do not 
f a l l  on accented n o tes .
The augmented in t e r v a l  I s  most d i f f i ­
c u l t  when bo th  n o te s  must be f in g e re d . 
Too g r e a t  f in g e r  p re s su re  w i l l  make in ­
to n a tio n  accu racy  u n r e l ia b le .
m. 7
As v e lo c i ty  i s  in c re a se d  th e  F lo a tin g  
Touch1* should  be used* A firm n ess  be­
tween th e  s id e  o f  th e  index  f in g e r  and 
th e  thumb w i l l  in su re  a  secu re  l e f t -  
hand ho ld  on th e  in s tru m e n t a llow ing  
th e  f in g e r s  t o  execu te  in  th e  F lo a tin g  
Touch* mode*
10* I n te r p o la te d  31 
T r i l l *
A double  c y c le  t r i l l .  
4r
m. 31
11. S c h n e lle rs*  (U b iq u ito u s) Should be a s  ra p id  a s  p o s s ib le ,  b u t
c l e a r .
12. Portam ento
M. 3
13. T a c t i l e  I n -  7 - 8 .1 0 . l8 .h 0 ,  I s  v i t a l  w herever a Jump* i s  r e q u ire d , 
to n a tic n *  48.79*80
26




The fo llo w in g  i s  a moot d i f f i c u l t  ex* 
ample t ^
it* ho ♦
Throughout th e  p iece*  I t  should  be ad­
ju s te d  to  m atch th e  i n t e n s i t y  o f th e  
bow. (V ib ra to  w i l l  be om itted  d u rin g  
v e lo c i ty  p assages* )
B f
27
T echniques and 




M easures Examples and Remarks
Bowing Techniques
1*9*25 H alted*  ty p e . The accen ted  A r t ic u la ­
tio n *  i s  done w ith  bow speed only  and 
im m ediately  r e s t r a in e d .  The hooked 
p o r tio n  o f  th e  s tro k e  re q u ire s  ap p ro x i­
m ately  h a l f  o f th e  t o t a l  le n g th , and i s  
martele* in  c h a r a c te r .





126.1^2 A lthough n o t d i r e c t l y  in d ic a te d  in  th e
m usic, th e  T ied Hook* should  be exe­
e u ted  in  th e se  two p la c e s .
n  . . . .  <n
mm. 125-126
2 .  A c c e n te d  2 .1 0 .1 8  Accented D otache* ,
S tro k e s
4 -7  Thrown A ccent* . The q u a r te r  n o te c  f o l ­
lowing th e  e ig h th  n o te s  must be as l<mg 
a s  p o s s ib le ,  a llow ing  a s  l i t t l e  la p se  
in  th e  l in e  a s  p o s s ib le  d u rin g  th e  " r e ­
ta k e ."












113-143 P o r ta to  o r f ly in g  p o r ta to  e ig h t  w e ll
bh used (m easures narked w ith  s lu r )  
d u rin g  t h i s  th i r ty -o n e  measure p o r t io n .
Thrown Bow* 113-1*0 The A r tic u la t io n s *  should n o t bo coarse ,
b u t "b ru sh e d .H
n  :=>-
—  — ■
—  
— . ... acn
• • — 41
mm.  113-11**
L e f t  Hand Technique*
Ornaments 3*11*123 a .  I n te rp o la te d  T r i l l * .  Must be placed
sm oothly w ith in  th e  l i n e .  A two 
c y c le  t r i l l  i s  b e s t ff b u t a S chnel- 
le r *  i s  a c c e p ta b le .
n . 123
8 2 ,8 5  b . S c h n e lle rs* . Must be p layed  a s
ra p id ly  a s  p o s s ib le ,  w ith  th e  ac ­
c e n t  p laced  on th e  A r t ic u la t io n *  o f 
th e  ornam ent.
F in g e rin g  V io l in i s t s  w ith  la rg e  or v e ry  la rg e
hands, should  ex ecu te  th e se  p a r a l l e l  
th i r d s  w ith  h a l f  s te p  s l id in g  f in g e r s
a s  shewn belowi
T his tech n iq u e  a s su re s  th e  c lo se n e s s  o f 
th e  h a l f  s te p s  and av o id s  th e  te n s io n  
eaused by th e  f r i c t i o n  o f t i g h t  f in g e rs .  
The sound o f th e  s l id e  i s  n o t  h eard .
30
8* T a c t i l e  In to n a ­
tio n *
9* I n te r p o la te d  
Harmonic
^*33»8& A minor problem  in  t h i s  work,
tr  l  n
i§§
mm* 19-20
5,58 Played  by e i t h e r  th e  th i r d  o r fo u r th  
f in g e r  and approached by a  ra p id  p o r ta ­
m ento.





T echniques and Exemplary
R e la te d  Problem s M easures Examples and Remarks
Bowing Techniques
1 , Hooked Bow (U b iq u ito u s) F ly in g  Hook*, A s u p e r io r  v a r i e ty  o f
hooked s tro k e  t h a t  may be a p p lie d  to  
a p p ro p r ia te  f o r t e  and mezzo f o r t e  ma­
t e r i a l  such a s  t h i s  a n g u la r  melody.
I t s  advan tages a re s
a ,  a r t i c u l a t e s  th e  s h o r t  n o te  ve ry  
c l e a r l y ,
b , a u to m a tic a lly  a c c e n tu a te s  th e  
long  n o te  t o  match th e  s h o r t  not€*
c ,  a id s  g re a t ly  in  s t r in g  c ro s s in g  
and Jumping*.
mm, 5*6
Tied Hook*, Used only  in  c e r t a in  in ­
s ta n c e s  where
a ,  th e  dynamic i s  s o f t .
m. 9
b , and j u s t  b e fo re  th e  t r i l l  ( t r i l l  
should  be A rtic u la te d *  w ith  th e  
Whipped Bew*),
m, 3
S o s te n u to  (T r io )  V io l in i s t  must e x e rc is e  g re a t  c a re  to
m ain ta in  bow p re s su re  a t  th e  d e s ire d  
le v e l  when th e  bow i s  d iv id e d  In to  
fo u r s ,  s ix e s ,  and two n o te  g roups.
mm, 65-66
A ccents should  be m e tic u lo u s ly  avoided 
In  t h i s  s e c tio n  o f th e  p ie c e .  Change 
bow w ith o u t a c c e n tu a tio n , ex cep t pos­
s ib ly  a t  th e  beg inn ing  o f measure 72
m. ?2
H alted  Stroke* 113 Should be used on th e  h a l f  n o te  to
match th e  a c c e n tu a tio n  o f th e  p rev io u s  
m a te r ia l .
$ S
m. 113
L e ft Hand Techniques
Jumping* 1 Changes o f p o s i t io n  should  be made dun
ing  th e  moment when th e  bow i s  In  th e  
a i r  (F ly in g  Hook*), In  th e  opening 
p h rase  ( r e s t a t e d  e lev en  tim es in  th e  
co u rse  o f th e  p ie ce ) a Jump* between 
th e  f i f t h  and s ix th  n o te  i s  p robab ly
33
th e  b e e t way to  g e t from th i r d  to  f i r s t  
p e t i t i o n ,  ( I t  avo ids th e  use of th e  
open £ in  measure 2 ,)
mm, 1-2
Because o f th e  c o n s ta n t s t r in g  c ro s s in g  
and a l t e r n a t io n  of two s t r i n g s ,  la rg e  
i n te r v a le  can be p e rce iv ed  a s  sim ple 
S tr id e s * .  Bar 2k—when le a rn e d  a s  a  
s e r i e s  o f h a l f - s te p s  and a Jump*, o r 
e x te n s io n —i s  s im p lif ie d  and e a s ie r  to  
e x ecu te  a c c u ra te ly .
The v i o l i n i s t  should  le a rn  t o  use th e  
p r in c ip le  o f  Muscle Memory* when he 
f in g e r s  awkward p a ssa g es .
m. 76
6 . T a c t i l e  I n -  1 .5*9fl3»52#  The beg inn ing  o f th e  p ie c e  (and i t s  r e -
to n a tio n *  6k  s ta te m e n ts )  p re s e n t th e  problem  of
T a e t i l e  In to n a tio n * . The h igh  D on th e  
E s t r i n g  i s  f r e q u e n tly  accompanied by 
t h i s  problem . The T a c t i le  In to n a tio n *  
a b i l i t y  I s  n o t ,  however, tax ed  as  g re a t ­
ly  in  t h i s  p ie c e  as  in  o th e r s .
5 . U nusual 2k
S tr id e s *
34
V II. THE OLD REFRAIN
T echniques and Exemplary
R e la ted  Problem s M easures Examples and Remarks
Bowing Techniques
1 . Tone C o n tro l 1-30 A ll  on th e  G s t r i n g .  The to n e  should
n ev e r sound t i g h t ,  th ic k e n e d , nor 
s c r a tc h y . T ig h t sound may come i f  th e  
bow speed i s  to o  slow  and th e  p re s su re  
to o  g re a t  in  th e  upper p o s i t io n s .
Kill G
mm. 24-26
The tone  may become th ick en ed  in  any 
m easure i f  th e  bow i s  to o  c lo se  to  th e  
f in g e rb o a rd , and m ain tained  a t  to o  slow  
a speed .
In  any b a r a s c ra tc h y  tone  may come 
from  to o  g re a t  a bow speed or to o  h igh  
a c o n ta c t  p o in t .
2 . Tied Hook* 7 ,9 ,1 1 .3 9 ,4 7 The hook should  be p o r ta to  in  c h a ra c te r  
w ith o u t a n o t ie a b le  b reak  from th e  d o t­
ted  n o te .
1
m, 7
3 . P o r ta to 9 ,1 3 ,2 1 .5 1
m, 9
4 .  Hail* Leap* 24 ,28  I t  i s  p o s s ib le  to  use a H air Leap* i f
th e  portam ento  i s  n o t  d e s i r a b le .
nu 28
5, S o s te n u to  Throughout th e  e n t i r e  p ie c e . I t  be­
comes more d i f f i c u l t  to  s u s ta in  th e  
l i n e  in  th e  d o u b le -s to p  s e c t io n ,  bu t 
i t  i s  n o n e th e le s s  im p o rtan t. There 
should  be no su rge  o f sound a t  th e  ou t­
s e t  o f th e  down s t r o k e ,  and th e  sound 
should  n o t  d i e  a t  th e  t i p  p r io r  to  th e  
bow change,
A Com bination S troke*  i s  found th ro u g h ­
o u t th e  p ie c e .  Bar 37 i s  j u s t  one o f 
tw e n ty -fo u r exam ples o f  t h i s  p a r t ic u ­
l a r  com bina tion .
m
m# 37
To ex ecu te  th e  measure p ro p e r ly , keep­
in g  th e  s o s te n u to , th e  v i o l i n i s t  must 
be c e r t a in  t h a t  a l l  o f  th e  e ig h th  n o te s  
re c e iv e  th e  same amount o f bow and th a t  
th e  e n t i r e  bow i s  used in  th e  co u rse  of 
th e  m easure. T his has n o th in g  to  do 
w ith  lo u d n ess  o r s o f tn e s s .  S o f t  mea­
su re s  a re  to  be done w ith  th e  F lo a tin g  
S tro k e* , Louder m easures a re  to  be 
done w ith  g r e a te r  bow p re s s u re .
36
6 . Accented 
Detach**
22,26, 52,56
l il f i r r-




8 . Thrown Accent* 5^ >58 >59 K ust be used here  because o f th e  Jump*
in  th e  l e f t  hand*
m* 5V
9 . Whipped Bow* 5^.58 L if t in g  th e  bow a ls o  h e lp s  w ith  th e  
ex ecu tio n  o f th e  l e f t  hand Jump*
m. 58
10. Bow W eight Throughout th e  second h a l f  o f th e
B alance p ie c e . The w eight o f th e  bow and hand
on th e  s t r in g s  must be d iv id ed  e q u a lly  
between th e  two s t r in g s  t h a t  a re  in ­
v o lv ed .
37
11* E n t i r e  Melody 
on G S tr in g
Leaps must be given  c o n t in u i ty  by use 
o f p o rtam en to s . (Modern v io l i n  p lay in g  
p re s c r ib e s  t h a t  th e  s l id e  u s u a lly  be 
ex ecu ted  on th e  "new f in g e r"  in  c a se s  
o f  ascend ing  le a p s .)
w
m. 8
V ib ra to  should  be co n tin u o u s whenever 
p o s s ib le .  In to n a tio n  i s  more d i f f i c u l t  
on th e  G s t r in g  because o f m uscular f a ­
t ig u e  and th e  s t r a i n  o f th e  inward po­
s i t i o n  o f th e  l e f t  elbow. The v ib r a to ,  
t h e r e f o r e y should  be k e p t narrow  and 
th e  dynamics should  n o t  r i s e  above mezzo 
f o r t e .  T a c t i le  In to n a tio n *  i s  extrem e­
ly  im p o rtan t in  m a te r ia l  l i k e  t h i s  
where Jumping* can n o t be av o id ed .
12. D ouble-S tops 3&-60 In  t h i s  s e c t io n  th e  v i o l i n i s t  must do* 
v e lo p e  d e x te r i ty  in  s l id in g  f in g e r s  
sidew ays a c ro ss  th e  su rfa c e  o f th e  
s t r in g s  and e s p e c ia l ly  when e x ecu tin g  
descend ing  s ix th s .
i
39
T his te c h n iq u e , however, i s  more d i f ­
f i c u l t  when th e  s l id e  i s  n o t d i r e c t l y  
a c ro ss  th e  f in g e rb o a rd , b u t where th e  
s l id in g  f in g e r  moves up o r down a semi­
to n e  m easurem ent. In  th e  fo llo w in g  ex­
ample th e  second f in g e r  must s l id e  up­
ward and downward r a th e r  th an  a sim ple 




**9»51»58 Portam ento  in  d o u b le -s to p  s h i f t s  i s
tv ia e  ms d i f f i c u l t  a s  in  s in g le  stopped 
n o te s ,  b u t i t  i s  execu ted  th e  same way. 
C are must be taken  to  avo id  e x ce ss iv e  
f in g e r  p re ssu re*
I
— — *— 4̂8'm-9 ■ H nfr
i
a a + % 
m. ^9
V ib ra to  in  doub le  s te p s  must be con­
tin u o u s  t o  p re v e n t d u l ln e s s  o f sound 
in  th e  m u sica l l in e  (V ib ra to  Mode*).
39
T echniques and 
R e la ted  Problem s
1. A ccented De-  
tachd*
2 , D e ta c h /  
S ty le s
V I I I ,  PRAELUDIUM AND ALLEGRO
Exemplary
Measures Examples and Remarks
Bowing Techniques
1 -22 ,38 -60  The up and down s tro k e s  must sound a -  
l i k e .
■ r ■— f —
■ __H—f r ~ H -
— JL—t e —r—
mm, 1-2
2 3 -3 6 ,6 2 -6 4 ,8 $  S ing ing  d e ta c h / , A broad s ty le  d e-  
ta c h e , execu ted  in  th e  upper h a l f ” of 
th e  bow and in  th e  V ib ra to  Mode*, The 
d eg ree  o f bow p re s su re  must n o t vary* 
S lu rre d  p o r tio n s  must be execu ted  w ith  
th e  same I n te n s i ty  a s  th e  d / t a c h /  in  




D ^ ta c h / oh th e  broken chords must be 
execu ted  in  th e  m iddle o f th e  bow to  
ach iev e  ba lan ce  in  th e  s t i c k .
A A  A #
8 6 -8 7 ,9 0 -9 1 ,
126-142
» . 77
Seme s p lc c a to  may be added o c c a s io n a lly  
f o r  g re a te r  c l a r i t y  and f o r  v a r i e ty ,
B ario lage*  d / ta o h e . T h is s tro k e  must 
be execu ted  in  th e  m iddle th i r d  o f th e  
bow. As th e  l e f t  hand ascends to  th e
high p o s it io n s  on the D and G s t r in g s ,  
the bow prossure must bo os l ig h t  os  
poooiblo to  ovoid "choking1* the s tr in g .  
F u lln ess  o f tone must bo produced en­
t i r e ly  by bow speed in  l ie u  of bow 
pressure (F loa tin g  S trok e*).
JC
6 1 ,7 3 t 109 D etache p o r td . A g en tly  sep a ra te d  de­
t a c h /  s t ro k e ,  The A r tic u la t io n s *  must 
be a s  s o f t  a s  p o s s ib le .
Com bination
S troke*
6 6 , 6 8 ,7 0 The i n i t i a l  s lu r  w i l l  begin in  the mid­
d le  o f the bow and the separate strok es  
must be exeeuted in  the upper th ir d .
The f in a l  s lu r  (up bow) must bring the  
bow back to  the m id-point in  prepara­
t io n  fo r  th e sp lc ca to . Tone in te n s ity  
must be th e  same throughout the e n tir e  
measure.
f*. e w
“ m‘- • w e~^v.
—
m. 66
S p ic c a to 6 5 ,6 7 ,6 9
/ t
Must co n tra st th e detacho th a t precedes 
and fo llo w s .
ra. 65
Mixed S p icoato*  113-120 ,77- The in s e r t io n  o f a s in g le  d e tach e
83 s tro k e  o c c a s io n a lly  may h e lp  th e  v i -
41




o l in i s t  to  achieve g rea ter  rhythmic 
p ro jectio n  and to  remove choppiness. As
V #in  the ca se  o f bar 116*
n. 116
85 ,155 .161  These quadruple chords are executed
w ith a "dropped” beginn ing, the accent
being app lied  t o  the upper two n o tes
8 9 ,9 3 .9 7  The fo llo w in g  quadruple chord i s  i n i ­
t ia t e d  from a d ltach^ stro k e , th e ac­
cen t being app lied  to  the upper two 
n o te s .
W
m. 93





Down Bow Chains*, Broadness, w ith min­
im al t i e s  la p se  between s tro k es , i s  v i-  
t a l  in t h is  m ateria l.
a , 144
In the tr i-c h o r d s  the bow must not be
42
arjp o g g la ted , b u t drawn d i r e c t l y  A cross 
*11 th re e  s tr in g s *  A c o n ta c t  p o in t 
n e a r  th e  fin g e rb o a rd  w i l l  produce th e  
b e e t  r e s u l ts *  In  th e  e ase  o f th e  quad­
ru p le  ch o rd , th e  bow must be a rp e g g ia t-  
ed Tory ra p id ly  to  avoid  damage to  th e  
l i n e .
m. 160
C oarseness must be avoided in  ch o rd a l 
execu tion*
L e f t  Hand Techniques
n
8 . T a c tile  In­
tonation*
There a re  f re q u e n t in s ta n c e s  where th e  
v i o l i n i s t ' s  a b i l i t y  in  t h i s  tech n iq u e  
i s  req u ired *  f o r  example 1
■us* 58-59
9 . In te rp o la te d  13*50,149 Sc h a n d le rs* should be executed  sim ul­
ta n e o u s ly  w ith  th e  accen t*Ornaments
m* 13
113-120 T r i l l s  should be th e  two c y c le  ty p e .
43
10. S a t e l l i t e  
P o s itio n *
b3,75,Hl
t o
The thumb should rem ain in  th e  p o s it io n  
o f th e  p r io r  measure ( f i r s t  p o s i t io n )  
w hile  th e  second And fo u r th  f in g e r s  ex­
e c u te  th e  D# end F*. The hsnd then  r e ­
tu r n s  t o  f i r s t  p o s i t io n  d u rin g  th e  o- 
pen A* T his i s  more s a t i s f a c to r y  than  
e x ecu tin g  th e  e n t i r e  passage  in  f i r s t  
p o s i t io n ,  and more s a t i s f a c to r y  than  
u s in g  th e  e x te n s io n  o f  th e  fo u r th  f i n ­
g e r to  th e  F#.
i  0 * R, . ,-m , ^4=bJ PPt— ■ —~m
t
mm, 62-63
11• R e i te r a te d  
F in g e r  P a t­
te rn s *
86-87 ,9 0 -9 1 R e p e ti t io u s  u se  o f th e  1-3-4- f in g e r  se ­
quence w h ile  eliirfblng to  a h ig h e r p o s i­
t io n  f o r  each r e p e t i t i o n .  T a c t i le  In ­
to n a tio n *  a b i l i t y  i s  demanded in  t h i s  
m a te r ia l ,
H 1 * *
am, 90-91
12. F in g e rin g  126-143 F in g e rin g s  a re  n e t  su ggested  by th e
composer in  t h i s  p a ssa g e . The v io l in ­
i s t  should choose a d ja c e n t f in g e r s  ( f o r  
each  broken s ix th )  t h a t  r e t a i n  p rev io u s  
F in g e r Shapes* i f  p o s s ib le ,  and th o se  
t h a t  b e s t  p rep a re  th e  hand f o r  th e  f i n ­
g e rs  t h a t  a re  to  fo llo w . The passage 
below I s  th e  com plete e x c e rp t and i s  
accompanied by a suggested  f in g e r in g  
by th e  w r i t e r .
The thunb  o f th e  v i o l i n i s t  should be 
f irm ly  anchored in  th e  " tu rn ” o f th e  
n eck , e a s t in g  th e  w eight o f th e  v io l in  
d i r e c t l y  a t  h is  th r o a t .  T h is w i l l  
f r e e  th e  f in g e r s  o f th e  l e f t  hand from 
th e  ta s k  o f h o ld in g  th e  in s tru m e n t.
The v i o l i n i s t ' s  t a c t i l e  s e n s a tio n s  w i l l  
th en  be only  th o se  of T a c t i le  In to n a ­
tio n *  and S tr id e *  movement.
I t  should  be remembered th a t  th e
S trid es*  between adjacent f in g e r s  are 
e ith e r  whole or h a lf  s te p s . The most 
com fortable system  o f fin g er in g  Is  to  
separate Jumps* and S tr id es* . This 
makes the Intonation  more p red ic ta b le .
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13. V ibrato The l e f t  hand should be in  a V ibrato
Mode* as o ften  as p o ss ib le  throughout 
t h is  work. The chords and Bariolage*  
sec tio n  must have a s l ig h t  v ib ra to  
to  sound r ic h .
14. F lo a tin g  7^-76,97-100 The v i o l i n i s t  must r e s i s t  the tempta-
Touch* t ie n  to  p ress h eav ily  w ith the f in g e r s
In m ateria l where rapid and continuous
^5
f in d e r  a c t io n  i s  re q u ire d  by th e  m usic.
m s m r n m m P -P m
»m. 97-99
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IX. RECITATIV0 AND SCHERZO FOR VIOLIN ALONE
Techniques and Exemplary 
Related Problems Measures Examples and Remarks
Bowing Techniques 
(R e c ita tiv o )
1. P orta to 3 ,1 2 ,2 1 ,2 8 -2 9
ad libitum.
m, 3
2 , A rp egg ia ted  5-9 
M u ltip le  S tops
Must be smoothly executed* without 
scratchy sounds.
m. 5
3, Sostenuto (U biquitous) Two v o ic e  cou n terp oin t, and s e l f  accom­
paniment, The tone production must be 
regular and the double stops should 
sound o rg a n -lik e , Graces must be under­
s ta te d  in  r e la t io n sh ip  to  the main mus­







Harmonic 27 The bow speed should be greater  and the  
pressure l e s s  than required to  execute  
the other (" so lid " ) n o tes in  the tran -  




Mixed Spiecato* 1-8 Becomes detache' where c la r i t y  i s  b est
served by th a t s t y le  o f  s tro k e , and be­
comes sp icca to  where th a t serves to  
take away the heaviness o ften  produced 
by the detach^ stro k e .
JL 0
Down Bow 10-17 Must be played in  unison , never arpeg-
Chains* g ia ted  ( in  t h is  Scherao) . The graced
broken chord of bar 50 i s  excep tion . 
To execute properly , the v i o l i n i s t  must 
aim the bow stroke for  the middle 
s tr in g  o f the trichord  and play in the  
v ic in i t y  o f the fingerboard w ith rapid 
bow speed. Bow pressure should be re­
stra in ed  * governed only by the objec­
t iv e  o f hearing a l l  three s tr in g s  sound.
k8
ram, 10-12





fz  >  ^  fz  "
9 . Thrown F ly ing 2^ 
St&ecato*
mm. 2^-25
10 . Thrown Bow* 52-53,129-130 Double s to p s . This technique demands
the F loatin g  Touch* fo r  su ccessfu l ex­





11. P ed a l Open 
S tr in g
79-97 The v i o l i n i s t  must avoid  over-sounding  
th e  open s t r i n g .  Most o f th e  bow weight 
should  be d ire c te d *  th e r e f o r e ,  a t  th e  
f in g e re d  s t r i n g .
V f ~ C  V
mm. 83-8^
12. Harmonies 150-151 In  double s to p s .  The botr speed must be
g r e a te r ,  and th e  p re s su re  l e s s  than  in  
" s o l id "  n o te  e x e c u tio n .







L e f t  Hand Techniques 
(R e c i ta t iv e )
13 . Ornaments (U b iq u ito u s  G races should be execu ted  c l e a r ly ,  b u t
R e c i ta t iv e )  w ith  l i t t l e  d u ra t io n .
a .  S o h n e lle rs* . E xecution  must in ­
v o lv e  th re e  c l e a r ly  A rtic u la te d *  
n o te s .
m. 1
b . Graced broken c h o rd s . These a re  
n o t  t r u e  g race  n o te s ,  b u t sound 
to  th e  e a r  l i k e  broken ch o rd s .
accel.
m H r HIB.•ve - J -
m. 17
50
c .  T r i l l s .
m. 20
1 ^ . L e f t  Hand P iz -  19 ,2 6 -2 ?  
z io a to
T h is case  i s  a v e ry  com plicated  te c h ­
n iq u e , in v o lv in g  fo u r  s e p a ra te  p h y s ic a l 
movements. The movements must be tin t­
ed t o  be s im ultaneous w ith  th e  bow ac ­
c e n t ,  and v ib r a to  a cc e n t (Com bination 
A ccen t* )•
In  th e  Safefic&Q* th e  l e f t  hand p iz z ic a to  
must be c a r e f u l ly  c o o rd in a ted  w ith  th e  
r ic o e h e t  bowing. The ex ec u tin g  f in g e r  
must be chosen on th e  b a s is  o f conven­
ie n c e . The most f l e x ib l e  f r e e  f in g e r  




15. Harmonies 27 Both n a tu r a l  and a r t i f i c i a l .  In  both  
c a se s  th e  ex ec u tin g  f in g e r s  must be in  
th e  F lo a tin g  Touch* mode. (In  th e  case  
o f th e  a r t i f i c i a l  harm onic, th e  low er 
f in g e r  should a ls o  engage th e  s t r in g  
l i g h t l y . )
Itranquillo
m. 27
I t ,  Tremolo 22-2*+ S l ig h t  a c c e n ts ,  a t  the  i n i t i a t i o n  of
eaeh  trem o lo  ch o rd , h e lp  th e  ex ecu tio n  
o f t h i s  te c h n iq u e . T r i l l i n g  f in g e r  
muet be l i g h t  in  i t s  to u ch .
mm, 23-2**
17, Chords 10 -19 ,63 -70  T r ip le  s to p s . These must be accompan­
ie d  by v ib r a to .
pesante
m, 63—6**
18, S t r in g  30-31,79-9** S in g le  s t r in g  a rp eg g io s  u s in g  th e  ex -
C lim bing* te n s io n  p r in c ip le .  In to n a tio n  r i s k s
a re  somewhat o b v ia ted  by e x te n s io n s  in  
th e  upper p o s i t io n s  (mat, 87-9**) because 
o f th e  reduced  f in g e r  S tr id e s*  in  th e  
h ig h e r  p o s i t io n s .  Ascending p r in te d  
f in g e r in g s  may be d is re g a rd e d  in  fa v o r  
o f th e  1-2-3-** f in g e r in g  ( a l l  ex ten ­
s io n s )  to  ach iev e  a  sm oother execu tion*  
Using th e  p r in te d  f in g e r in g ,  more 
s h i f t in g  i s  in v o lv ed , in c re a s in g  th e  
in to n a tio n  hazard .
mm, 88-89
19. Double S tops 3**-*+1,135-136 Mixed S p ic c a to * , Tension in  th e  hand
and f in g e r  m uscles may cause c o n s id e r­
a b le  problenis because o f th e  ex tended 
n a tu re  o f th e  p a ssag e . The problem  
may be o b v ia ted  by th e  use o f th e  F lo a t­




P edal open s t r in g  p a ssa g e . The p rob­
lem i s  t o  avoid  touch ing  th e  open 
s t r in g  w ith  th e  e x e c u tin g  f in g e r s .
W ith th e  l e f t  elbow  a s  f a r  to  th e  r i g h t  
a s  p o s s ib le ,  th e  f in g e r s  o f th e  l e f t  
hand w i l l  be a b le  to  to u ch  th e  f in g e re d  
s t r in g  a t  th e  s id e  in s te a d  o f a t  th e  
to p  o f th e  s tr in g *  Thus, unwanted con­
t a c t  w ith  th e  p e d a l s t r in g  w i l l  be a -  
v o id e d .
mm, 30-31
20, C hords 42 -49 ,119-126  T r ic h o rd s , The l e f t  hand should be a l ­
lowed t o  change i t s  donf orm atian  w ith  
each  f in g e r  p a t t e r n .  T his w i l l  reduce 
th e  m uscle s t r a i n  th rough  t h i s  extended 
chord p a ssa g e , and w i l l  h e lp  improve 
in to n a t io n  p r e d i c t a b i l i t y .
energico
mm, 42-43
21. O ctaves 97-102 A ccurate  in to n a tio n  may be made more
p re d ic ta b le  by u s in g  th e  F lo a tin g  
Touch*, and by u s in g  th e  2 -4  o r  1-3 
f in g e r in g  in  th e  ex trem ely  h ig h  p o s i­
t io n s  (mm, 99-101)*
J j - f c -
e  , 
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mm. 99-100
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Tho semitone i l l u s io n  w i l l  be achieved  
i f  th e  speed o f the s l id e  i s  even ly  me­
te r e d .  The descend ing  s l id e  must be 
d iv id e d  a t  l e a s t  once (se e  arrow ) by a 
p o in t  o f t a c t i l e  aw areness t h a t  f a l l s  
on a  p r in c ip a l  p u ls e .
i » g g g E )
■#*
mat. 99*102
The F lo a tin g  Touch* I s  re q u ire d  in  th e  
e x ec u tio n  o f  th e  above m a te r ia l .
23 . Harmonics 150-151
I £ e
N a tu ra l  and a r t i f i c i a l 1 s in g le  and 
d o u b le -s to p . The f i r s t  (doub le  s to p )  
harm onic must be secured  by T a e t i le  In ­





T echniques and Exemplary
R e la ted  Problem s M easures Examples and Remarks
Bowing Techniques
1. Mixed S ta c -  7-8  , 16 ,26 ,**8, May be th e  f irm  s ta c c a to ,  f ly in g  s ta c ­
ca to *  80 c a to ,  o r p o r ta to  depending upon th e
p a r t  o f  th e  bow t h a t  i s  a v a i l a b le ,  
and upon th e  c l a r i t y  d e s i r e d .  In  th e  
fo llo w in g  example th e  f irm  s ta c c a to  i s  
b e s t  i
ra» 2
In  t h i s  example a m ix ture  o f f irm  and 
f ly in g  s ta c c a to  i s  b e s t ,  due t o  th e  
le n g th  o f  th e  p a ssag e .
i -  C i k t , ' J% T H
mm, 7-8
For v a r i e t y , l a t e r  in  th e  p ie c e ,  p o r­
t a t o  may be a p p ea lin g  in  p la ce  o f th e  
f irm  s ta c c a to .
m, 80
2 . S p ic c a to 4 -7 ,1 2 -1 4 ,2 0 -
22
Mixed S p iceato*  i s  a l s o  a llo w ab le  when 
I t  does n e t  make th e  m a te r ia l  heavy.
qua. 11-12
T ied  Hook* 33-78
4
A g e n t le  hook i s  p robab ly  th e  b e s t  
s t y l e  to  use  in  t h i s  s e c t io n .  The hook 
should  be A rtic u la te d *  sm oothly and 
w ith  an in c re a s e  In  bow sp eed , r a th e r  
th an  in c re a se d  p re s s u re .
f t
m. 35
S o s te n u to  33-79 C are must be tak en  to  m ain ta in  a quasi-
s o s te n u to  manner th ro u g h o u t t h i s  se c ­
t i o n .  The hooked s tro k e  should n o t 
c o n ta in  a s i l e n t  moment} th e  sound 
should be c o n tin u o u s . The a c c e n ts  
should be only g e n tle  bow su rg e s , and 
should  be co n sid ered  m ainly a s  v ib r a to  
a c c e n ts .
4£
mm. 36-37
In n e r  A ccent 3 .11*27.83  T his p a r t i c u l a r  s tro k e  i s  a c tu a l ly  be­
s p o k e *  gun a s  a  Thrown A ccent* , b u t in s te a d  of
th e  main aco en t ap p ea rin g  synchronously  
w ith  th e  d ro p , th e  a ae e n t i s  execu ted  
fo llo w in g  th e  t r i p l e t  ornam ent.
56
6 . C om bination 
S troke*
7 . F ingered  Chro­
m atic Passage
m. 27
The a cc e n t in  measure 33* however, must 
be g iven  to  th e  S c h n e lle r* . and n o t to  
th e  d o tte d  q u a r te r  n o te .
ip]
m. 33
1-78 The m iddle s e c t io n  i s  a c tu a l ly  con­
s t r u c te d  upon t h i s  com bination  use of 
th e  bow* I t  c o n s i s t s  of two hooked 
s tro k e s  s e p a ra te d  by an up and a down 
s t r o k e ,  w ith  a r e s t  in  th e  m idd le .
mm. bl-4-2
L e f t  Hand Techniques
l,18,6*f,52 F in g e rin g  t h i s  passage  p ro v id es  g re a t­
e r  c l a r i t y  in  th e  ex ecu tio n  than  s l i d ­
ing  d e e s .






ft. V ib ra to
9. S c h n e lle rs*
Must accompany a l l  a c c e n ts .  A lso , i t  
should  ba used a s  background hand mo­
t io n  th ro u g h o u t th e  two ^ ra s io s o  sec ­
t io n s  (V ib ra to  Mode*), T h is " w ill  add 
v i t a l i t y  to  th e  s ta e c a to  and s p ic c a to  
sounds. In  th e  m iddle s e c t io n ,  th e  v i ­
b ra to  must appear t o  be co n tin u o u s to  
th e  e a r t  a l l  q u a r te r  n o te s  and lo n g e r 
must be v ib r a te d .
33.35»i*1.^9 Should be execu ted  a s  r a p id ly  as  pos­
s i b l e ,  w ith o u t i n t e r f e r r in g  w ith  t h e i r  
c l a r i t y .  The upper f in g e r  may gain  in  
d e x te r i ty  i f  I t  moves w ith  th e  N a tu ra l 
F in g e r  M otion*,
m, ^9
XI. TAMBOURIN CHINOIS
T echniques And Exemplary 
R e la te d  Problem s M easures Examples and Remarks 
Bowing Techniques
1 . Thrown F ly in g  3 -* •23 -24 ,113  
S tacca to *
2 , Unequal Bow* 7 -8 ,1 7 -1 8 ,7 2 -  Must be done in  th e  upper th i r d  o f th e
7 5 *105-106  bow in  o rd e r to  u t i l i s e  th e  fo rea rm .
C o n stan t p re s su re  must be m ain ta in ed . 
The s e p a ra te  s ix te e n th -n o te  s tro k e  i s  
f a s t e r  th an  th e  o th e r ,  th e re fo re  a c ­
c e n te d , A ccen ts , than, f a l l  on th e  f i r s t  
and fo u r th  n o te s  o f  each group, as  f o l ­
low s:
mm, 7^-75




Whipped Bow* 9 More A r tic u la te *  than  a sim ple accen ted  
s t r o k e .
ferf: i
mm, 9-11
Thrown Accent* 2 ,1 2 ,2 2
*u v/




In v e r te d  De- 20 
tach£*
mm. 20-21
Mixed S picoato*  29-^6,51-5**, I t  i s  n o t  d e s i r a b le  t o  use sim ple s p ic -  
81-88 c a to  o r sim ple  do tachd  e x c lu s iv e ly  due
to  o c c a s io n a l s t r in g  c ro s s in g  and bow 
a t t i t u d e  p roblem s. Note th e  measure 
fo llo w in g . The D a f t e r  th e  s lu r re d  
t r i p l e t  must be A r tic u la te d  in  a d e ta -  
che manner, then  sp ic o a to  may be a l ­
lowed a f te rw a rd . S p ico a to  a id s  in  the  
s t r in g  c ro s s in g s  s in c e  i t  A r t ic u la te s  
b e t t e r  th an  d e ta c h e , e s p e c ia l ly  in  th e  
h igh  p o s i t io n s .
m
ra. 35
Detache' ,  on th e  o th e r hand, p r o je c ts  
b e t t e r  in  o th e r  in s ta n c e s ,  such a s :
m* 30
S p ic e a to , however, p r o je c ts  b e t t e r  on 








£; £■ £; £; t ' £ £; £
mm* ^ 3 - ^
S p ic c a to #a ls o  c l a r i f i e s  th e  Chrom atic 
G lissan d o  im m ediately  fo llow ings
i L l * 1 ■
£
mm, 45-^6
9 . M arte le 57-62
10. R ic o c h e t **9*65
£ fe
m# **9
11 Tied Hook* 95*9«-99
61
Problem : n o t to  expend th e  bow to o
soon. The s o lu t io n  i s  to  conserve  th e  
bow a f t e r  th e  i n i t i a t i o n  o f th e  s tro k e  
u n t i l  th e  l a s t  th i r d  (ap p ro x im ate ly ) of 
th e  p assag e .
P
m. 106
12, Long S lu rre d  106,122 
P assage
13 . F lo a t in g  91 
S troke*
A qu ick  up s tro k e  i s  n e c e ssa ry  to  p ro­
duce t h i s  d o u b le -s te p  harm onic.
m. 91
L e ft Hand Techniques
T r i l l  I n t e r ­
p o la tio n *
2 ^ ,2 8
ram. 28-29
15. M odulating 
S c a le  on One 




l b .  D ouble-Stop  
Passage
22-29,77-8** R e ite ra te d  F in g e r P a tte rn *  u sin g  th e  
3-2 f in g e r  p a t te rn  on v a rio u s  p a i r s  
s t r i n g s ,  and in  v a r io u s  p o s i t io n s .
a ,  f i f t h  p o s i t io n  (A-E s t r in g s )
b , second p o s i t io n  (A-E s t r in g s )




mm. 2 2 .2 7
17, F in g ered  C hro-3^,106
m. y+
IB . E x ten sio n 31 ,35 F o u rth  f in g e r  e x te n s io n  (m inor th i r d  
between th e  th i r d  and fo u r th  f in g e r s ) .
S:
3





19• C hrom atic G l i s -  ^5 -^6  
sando*
T hird  f in g e r  u sed . The v i o l i n i s t  must 
c r e a te  th e  i l l u s i o n  o f sem ito n es , and 
s to p  on th e  c o r r e c t  p i t c h ,  C#. The 
l a t t e r  i s  a  problem  o f th e  m usical ear,
3
20 . S h i f t  During 
S p ic c a to  Pas­
sage
51 ,82 ,87 -88  The d is ta n c e  of th e  s h i f t  i s  u n u su a lly  
la rg e  in  b a r 51.
JL
to
21, L e f t  Hand 89-90  
P iz z ic a to +m------- fv-





22 , D ouble-S top  91
Harmonic  ̂ t w ^
y
mm, 91*92
23, G lissan d o  to  92-93 
Harmonic
To g re a t  f in g e r  p re s su re  d u rin g  th e  
g lis sa n d o  w i l l  cause  f a i l u r e  o f th e  
harm onic•
mm. 92-93
2**. S c h n e lle rs*  102 Augmented second in t e r v a l .  Should be 
execu ted  r a p id ly .
m, 102
2% Augmented 85 ,106 The in c lu s io n  o f an augmented second in
Second in  Ve- a v e lo c i ty  passage can cause  te n s io n  in
l o c i t y  Passage th e  hand and , th e r e f o r e ,  f a u l ty  p lace ­
ment o f th e  f in g e r s .
w
m. 85
26, inharm onic 121-122 T his c o n s t i tu te s  a d a c t i lo - v i s u a l  p rob -
T ra n sp o s itio n  lem . Tension and in accu racy  a re  p ro ­
duced th e reb y  u n t i l  i t  i s  re so lv e d .
ram* 121*122
27* V ib ra to  F le x i -  47-48 ,55*97 V ib ra to  i n t e n s i t y  must ag ree  w ith  th e  
b i l i t y  v a r i a t io n s  in  tone i n t e n s i t y ,  and w ith
a c c e n ts .
4 . *
PART TWO
ANALYSES OF THE PERFORMANCE TECHNIQUES 
OF THE EIGHT CADENZAS
XIX. THREE CADENZAS FOR THE L. van BEETHOVEN 
VIOLIN CONCERTO, OP. 61
T echniques and Exemplary
R e la te d  Problem s M easures Examples and Remarks
Bowing Techniques 
(Movement I )
1 . A ccented De- 1 -2 ,2 9 -3 2 ,Hi­
ta c h i*  42
e-- ; y r •-> r-
mm. 1—2
2 . In n e r  A ccent 12,24,3**,36-39*





3 . S o s te n u to M elodic th re a d s  sptan ou t in  th e  beg in ­
n in g  must be s u s ta in e d , and n o t 
"squeezed" out*
D ouble-stops must be su sta in ed .
4 h ~ . J-r J L — 3— -3tcfrrTr|[ffrf
3
m. 13
H air Leaps* 23•38




» t l f k l ^ l d
r —
Two V oice **5-5** 
C o u n te rp o in t
Problem* to  s u s ta in  b o th  v o ic e s  w ith  
eq u a l p re s su re  o f th e  bow. Melody and 
counterm elody must sound eq u a l to  th e  
e a r .  T h is i s  most d i f f i c u l t  a t  th e  
t i p .
■ k-i j ^
i } ^  t j J  1 f
/ / '
Chords 39 Smoothness i s  re q u ire d  d u rin g  th e  
change o f p len a  from  th e  low er two 
s t r in g s  (low er two n o te s )  to  th e  upper 
two s t r i n g s .
2







H a t r t i t N
» . 39
(Movement I I )
A ccented Do— 7 
tach4*
4 * n -  j y  j
a .  7
(Movement I I I )
H alted  S troke*  1 The H alted  S tro k e* , and th e  hooked 
s tro k e  a re  th e  dom inant s tro k e s  
th ro u g h o u t t h i s  ead en sa .
m m
m. 1
B ario lage*  35-^0
69
10. In n e r  A ccent 9 




11* Detache* 21-22 ,27-34
mm. 28-29
12. Mixed S p ic -  23-26 
ea to *
4 1
■± ^ 1 ^ # -
m. 23
13. Accented Do- 35-40 
tachtf*
B ario lag e* .
o o 0 o o o 0 0___ 0 0 0 0
Hi
mm. 38-39
14 . Harmonics 45-51 N a tu ra l  ty p e . The bow must flow  ra p id ­
l y .  and l i g h t l y  o re r  th e  s t r in g s  d u rin g  
th e  harmonic e x ec u tio n .
motto marcato o 3 " 0
4 & s E
Tj-
i : —*— o o I 
mm. 45-46
70
L e ft Hand Techniques 
( Movement X)
15 . O ctaves
- i
1-2
V, 2 >f• >f  »■>» 1 Ks  -
a  
£
16, Double S tops 21 am*
( t o t a l )
ma, 1-2
A d i f f i c u l t  un ison  s t r e t c h .
dolce e espress.
The Jumping41 ty p e . 
jL ± — *
JL  ~ 3T ^
»• 38
17. S tr in g  C lim b- 1 ^ ,1 6 ,1 8 ,2 0 , S in g le  s t r in g  a rp e g g io s , up to  th e
lag*  22 te n th  p o s i t io n .
18, Broken T h ird s  25-31
« . 27
71
19• Tremolo 4 mm. 
( to ta l)
Simple type (non-iselodic)
m. 30
20. Measured Tre- 37-39.41-44  
molo Arpeggios
21. Chords Triple and quadruple. These are used 
to  punetuate the climax of the cadenza. 
Ordinary fin g er  patterns are used with 
only one posing an exceptional problem. 
Note the s h i f t  from see end to  f i f t h  po­
s it io n s .
m. 41
22. Two Voice 45-54  
Counterpoint
Problems to  sustain  and d elin ea te  two 
d is t in c t ,  equal, and independent voices, 
Fingers must more independently, while 
maintaining v ibrato  and p erfect intona­




(Movement I I )
23* V e lo c ity  P a s -  1 
s*g«
F ree  a rp e g g io . The f i r s t  n o te  o f th e  
a rp eg g io  must s tan d  o u t c l e a r ly ,  e i t h e r  
t y  le n g th e n in g  o r a cc e n tin g  i t .
te jgf̂ e
a ,  1
2h . E x ten s io n s
piu vivo
Downward and upward, on th e  G s t r i n g .  
T h is  m easure should be done w ith  a min­
imum o f Jumping*, A sm all hand, hov­
e r  o r ,  must use Jumping*, a long  w ith  
e x te n s io n s .
, 1 0  1 2 0 1 2 0 1
w m m
m, 2
25- Awkward F in g e r 5 
Movement
R epeated use  o f th e  f i r s t  f in g e r .  T his 
can cau se  r i g i d i t y .  The low er f in g e r ­
ing  may reduce  th e  d i f f i c u l t y .
u  0 a 0 1 1 3 < 1 i 2
¥    "  ■
—-e*k
(Movement I I I )
26 , Double S tops 2-20 ,*>1-52 Opening m otive i s  in  s e q u e n tia l  c h a in s ,
and in  double s to p s .
mm, 2-3
73
2 7 . Jumping* 4 ,4 4
$ft
T a c t i le  In to n a tio n *  i s  p r e r e q u is i te  to  
th e  p la y in g  o f such measures as  t h i s .
3 p
£






2 8 . V e lo c ity  P ae - 21-40 
sage
P assages such a s  t h i s  should  be le a r n ­
ed w ith  l ig h tn e s s  o f  to u c h . T his in ­
c re a s e s  th e  s e n s i t i v i t y  of th e  t a c t i l e  
memory, and Muscle Memory*.
4
2 9 . V ib ra to  in  P a s -  21-40 
sage  Work
4 £
N otes o f s t r e s s  and a c c e n t should in ­
v o lv e  n o t  on ly  th e  bow, b u t th e  v ib r a ­





T his B arlo lage*  s e c tio n  must be p e r­
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X II I .  CADENZA FOR THE JOHANNES BRAHMS 
VIOLIN CCNCERTO
T echniques and Exemplary
R e la ted  Problem s M easures Examples and Remarks
Bowing Techniques
1 , H a ir  Leaps* 15 Must be tim ed to  th e  Jumps* o f th e  
l e f t  hand, w ith o u t lo o s in g  th e  l i n e  of 
th e  m usic.
m. 15
A ll s t r in g s  o f th e  chords should sound 
s im u ltan eo u s ly  (common p r a c t i c e ) .  In  
th e  case  o f  th e  t r i c h o r d s  t h i s  must be 
done n e a r  th e  fin g e rb o a rd  where th e  
m iddle s t r i n g  w i l l  y ie ld  downward, en­
a b lin g  th e  bow to  draw on a l l  th re e  
s t r in g s  a t  once. Bow speed must be ra  
p id  to  p re v e n t "c ru sh in g "  or fo rc in g  
th e  to n e .
An e x cep tio n  to  th e  sim ultaneous p ro ­
d u c tio n  r u le  i s  where th e  chord i s  su s­
ta in e d .
2 . Down Bow 3 3 - ^
C ha lns*
A ccented De- 62 
taeh e*
















In n e r  A ccent 45 
S trok**
H alted  S troke*  6 2 ,6 3 ,4 6 ,3 7
m. 46
In v e r te d  Do- 68-72 
tache*
S ing ing  D etach^ , V ib ra to  must accom­
pany th i»  s t ro k e t  I t  i s  more m elodic 
th an  common d4 tache '.
76
L e f t Hand Techniques




E x ten siv e  m u ltip le -* to p  m a te r ia l  f r e ­
q u e n tly  c o n ta in s  l in k s  t h a t  r e q u ire  
Junping* .
nw 7
8 . Chords 3 3 - ^
arco
ram, 33-3**
9 .  Wide Leaps ^ 5  These a re  n o t  Jumps*, b u t in v o lv e
portam en to*♦ T his re lieves th e  n e c e s s i ­
t y  o f c a lc u la t io n  based so le y  on Tac­
t i l e  In to n a tio n * ,
— f l j n £  :
U J - -  
*“ 1  ' S J  o
m. ^5
Using B ario lage*  bowing.
p \ f !
sc
m , 51




11. Broken Chord* 57-61
1—i—L J :r r
m. 58
12* Ornamented 
D ouble-S top  
Arpeggios
7*11*15-18 These n ig h t be c e l le d  measured trem olos.
N a tu ra l  F in g e r Motion* (h ig h e s t  f in g e r  
in  each  t r i p l e t  group) i s  p robab ly  b e s t  
In  t h i s  e a se  because o f th e  ex tended 




In  t h i s  ty p e  o f techn ique*  th e  t r i l l  
f in g e r  m otion (upperm ost f in g e r )  i s  
b e s t  because o f th e  r e p e t i t i o n  o f th e  
t r i l l i n g  f in g e r .  T h is i s  a  v e ry  ta x in g  
techn ique*  and th e  t r i l l i n g  f in g e r  must 
o p e ra te  in  th e  F lo a tin g  Touch* mode.
mm. 23- 2^
H*. V ib ra te  V ib ra to  Mode* i s  needed th ro u g h o u t th e
cadenza to  p re re n t  d u lln e s s  o f tone  and 
s t l f f b e s s  o f hand m uscles. Even d u rin g  
th e  p la y in g  o f th e  most complex te c h ­
nique* th e  v ib r a to  m otion— however 
s l i g h t —i s  needed* (The trem o lo  p as­
sages a re  an ex cep tio n  t o  t h i s  r u l e . )
?B
XIV. THREE CADENZAS FOR THE MOZART 
CONCERTO NO. 3 , G MAJOR
T echniques and Exemplary 
R e la te d  Problem s M easures Examples and Remarks
1 . S o s te n u to
Bowing Techniques 
(Movement I )
Throughout th e  cadenza where th e  music* 
a l  l in e  i s  v i t a l .  C o n stan t bow p re s ­
su re  must be m ain ta ined  d u rin g  th e  
change o f  bov.
ra. 2
D uring th e  p lay in g  o f broken c h o rd s , 
th e  s o s te n u to  can be m ain ta ined  i f  c a re  
i s  tak en  to  A r tic u la te *  a l l  o f th e  
h ig h e s t  ( p r in c ip a l )  n o te s  o f th e  chords 
a t  th e  same dynamic l e v e l .
=&L-J J T ' s0— 0'‘ . ■<1J-p— . 1 p. >
J-
ff—F=fiJ-'-P— - --
® T I Y m  ^ ___'n s y y
.. i y] -------A------
2* In v e rte d  De- 5-6 Care must b© taken  t o  m ain ta in  a con-
tach e*  s t a n t  bow p re s su re  th ro u g h o u t t h i s  p a s -
sag e , u n t i l  th e  high D i s  reaeh ed . The 
n a tu r a l  tendency t o  u n d e rs ta te  th e  D 
p e d a l, on th e  down bow, must be c o r­
r e c te d .
Broken Chord 8-12 
on Up Bow
Accompanied by a H e ir le ap * .
A M  ip
f t - u  im P
mm, 8-9
S p ic e a to  15
- J
t h
3 = s -J —~9- J -
m* 15
Thrown S tro k es  16,18,22,23-2** May be a l l  up s t r o k e s ,  o r  a l te r n a te d
up-down. A r t ic u la t io n s *  must n o t be 
c o a r s e .
' m
m. 16
Loure o r p o r ta to  may be used f o r  v a r i ­
e ty  in  su c c e ss iv e  p re s e n ta t io n s  o f 
t h i s  f ig u r e .
6 . Tremolo 25-28,31-3**, Bow c o n ta c t  must be f irm  y e t  f r e e
36-**l flow ing  to  s tim u la te  th e  p i tc h  r e ­
sponse w ith o u t choking th e  s t r i n g .  




7* Accented De- 53 
tac  he*
m. 53
8 . Halted Stroke* 5^
9 -----
19 -  A 
9 ----
&
# = = w
m, 5^
9* Down Bow 
Chains*
46-49 The problem i s  to  keep the so sten u to , 
and to  avoid the choppy sound. The 
so lu tio n  i s  to  use long strok es and 
rapid "retakes,"
«U 4  4 *  1 4 -
m
*  Tt f t
m, 46
(hovement I I )
10. Down Bow 2-4  The f a s t  retake i s  needed here in or-
Chains der to  preserve the l i n e .  R ests must
be minimised, A rticu la tion *  must not 
be coarse*
mm, 2-3
11- A ccented Do- 11,18  
tach^*
-k
2 E P553553 t = &
> .  >  ,>
m. 18
81
12, H alted  S tro k e ’*' 11
P M
* > m— b




p = 3 _  a . J a L_
13* S o s te n u to A b a s ic  n e c e s s i ty  th ro u g h o u t th e  ca ­
d e n t* -  T ech n ica l problem s must be s o l ­
ved w ith in  th e  c o n te x t o f  s o s te n u to . 
The obviousness o f  le a p s  and bow 
changes must be m inim ized.
3
m. 10
Time sp en t on th e  low er n o te s  o f b ro ­




(Movement I I I )
Throughout cadenza-
82
P f P S P
mu. 24*25
The t r i l l  i s  alw ays begun w ith  a d rop­
ped s tro k e  in  o rd e r to  A r t ic u la te *  th e  
t r i l l  c l e a r ly .
f
ran. 18-19
1 5 . B ario lag e*  34-4$
jT N  - 1 ^





17. In v e r te d  H alf 1 
S tep  S tr id e *
L e f t  Hand Techniques 
(Movement I )
The d im in ish ed  f i f t h  played on a d ja c e n t 
s t r in g s  i s ,  in  f a c t ,  a h a l f  s te p  
S tr id e * .  However, th e  o v erlap p in g  a t ­
t i t u d e  o f th e  f in g e r s —caused  by th e  
f a c t  t h a t  th e  h ig h e r n o te  i s  p layed  by 
th e  low er f in g e r —can only  be aohieved 
w ith  good in to n a tio n  by c o n s id e ra b le  
f l e x i b i l i t y  o f th e  f in g e r s  in v o lv ed .
The n a tu r a l  tendency of th e  v i o l i n i s t  
i s  t o  p la y  th e  low er n o te  sh a rp . For 
good in to n a tio n  th e  tendency should  be 
in  th e  o th e r  d i r e c t io n ,  t h a t  i s ,  a s
83
c lo s e  as p o ss ib le  to  the p e r fe c t  in te r ­
val*
m. 1
18* Rapid P orta- 3 
men to
Large lea p s must be accompanied by a 
portamento, not long in  ex ten t nor in  
duration* I f  th ere i s  no portamento, 
a gap w i l l  be heard in  the lin e*  The 
portamento g iv es  th e i l lu s io n  of a con­
tinuous lin e*  There i s  a s l ig h t  break 
even w ith  the portam ento, but i t  i s  not 
p ercep tib le*  I f  th e portamento i s  long  
i t  produces an undesirable rea ctio n  in  





16 Recommended fin g er in g  in crea ses  the 
c lo se n e ss  in  the p r in c ip a l p lte h e s , and 
th e ir  lower neighbors*
m. 18
20 . Double Stops 37
( to t a l )
Throughout cadenaa. These p ortion s  
are o f moderate d i f f i c u l t y .
21 . Inverted  F in - 11-12  
ger Shape*
A fin g er  shape th a t n e ith er  resem bles 
a convex curve, nor a s tr a ig h t  l in e ,  
but where the th ird  knuckle jo in t  I s  in  
a concave bend* This Finger Shape* 
freq u en tly  helps in  ach ieving  trun ess  
of in ton ation  in executing  p er fec t  




22, Tremolo 16 ram. The problem  i s  muscle f a t iq u e .  The
( t o t a l )  s o lu tio n  i s  to  develop® th e  a b i l i t y  to
ho ld  th e  in s tru m en t s e c u re ly  w ith  th e  
s t a t i c  f in g e r s  (low er two f in g e rs )  
w h ile  keeping  th e  t r i l l i n g  f in g e r  l i g h t  
and in d ep en d en t. A lso , th e  p la y e r  
should  choose low er numbered f in g e r s  
o f te n  to  avoid o v e rtax in g  th e  fo u r th  
f in g e r  m uscles (w eakest f i n g e r ) .  T h is  
l a t t e r  su g g es tio n  in c re a s e s  th e  f r e ­
quency o f Jumps* between trem o lo  
c h o rd s , b u t i f  th e  Jumps* (and H air 
Leaps*) a re  done s k i l l f u l l y  b reak s  in  
th e  l in e  w i l l  n o t  be h e a rd . The gain  
i s  g r e a t  In  stam ina in c r e a s e , and th e re  
i s  no lo s s  u n le s s  T a c t i le  In to n a tio n *  
a b i l i t y  i s  n o t p r e s e n t .
Double trem olo  i s  tw ic e  as  ta x in g  on 
th e  m uscles. L ig h tn ess  o f t r i l l i n g  
f in g e r s  i s  d e s i r a b le  h e re .
m, 55
23. Broken T h ird s  **2-43
i
Bow p re s su re  must be c o n s ta n t .  The o- 
pen D s t r in g  should  re c e iv e  le s s  p re s ­
su re  than  th e  stopped s t r i n g ,  o therw ise  
i t  w i l l  be to o  lo u d .
A
Lf U  T~F£
m, 43
^5
24 . e x ten s io n 44 R equired  in  t h i s  e a s e . The ex ten s io n  
may be e i t h e r  o f th e  f in g e r in g s  in  th e  
fo llo w in g  example*
$
m. 44
25. Chords 4  6-^9 D im in ished , whole s te p  cho rds ( f in g e r  










»------- 0~•- e—■—e- ■—
m. 1*8
26 . T r i l l  I n t e r -  35 
p o la tio n *
m. 35
A S c h n e lle r*  w i l l  do here
27 .  T a c t i l e  In te n a -  40 
t i e n * f and 
M uscle Memory41
In p la c e s  l ik e  t h i s  ( f in g e r  S t r id e s 41 
and hand p o s i t io n  change c o m p le te ly ) . 
th e  k in e s th e t ic  and t a c t i l e  sen ses  o f 
th e  p la y e r  must become p re d ic ta b le  and 





(Movement I I )
28* T a c t i l e  In ­
to n a tio n *
2 -4 T his passage  would be awkward and un­
p re d ic ta b le  w ith o u t a s tro n g  sense  of 
T a c t i le  In to n a tio n * ,
1 i I g g ¥BEE*1
no, 2-3




30. S h i f t 7-8 D uring th e  p lay in g  o f  a  fo u r  n o te  bro­
ken ch o rd , a s l i g h t  portam ento  must 
f i l l  in  th e  gap d u rin g  s h i f t .
b 0 ~m p f»er
m, 7
31. Double S tops The cadensa  i s  c o n s tru c te d  e n t i r e ly  of
doub le  s to p s— m ainly t h i r d s ,  s ix th s ,  
and te n th s .  When le a rn in g  d o u b le -s to p s  
th e  v i o l i n i s t  must n o t s l id e  th e  f i n ­
g e rs  back and f o r th  on th e  s t r in g s  to  
ach iev e  accu racy  o f  in to n a t io n .  The 
S tr id e s*  between th e  f in g e r s  must be 
grasped m en ta lly  b e fo re  th e  m uscles a re  
s e t  in  m otion . Slow, th o u g h tfu l p ra c ­
t i c e  i s  th e  on ly  s u c c e ss fu l technique* 
A ll  d o u b le  s to p s  can be p e rce iv ed  as  
m u ltip le  S tr id e s * ,  th e re fo re  becoming 
more p r e d ic ta b le .
«7
D ouble T re - 19-20 
molo
L ig h tn ess  o f th e  t r i l l i n g  f in g e r s  i s  
most d e s ira b le *
m. 19
(Movement I I I )
33# I n te r p o la te d  18-31 
T r i l l *
§ c tin silfir*e  The t r i l l  should be exe­
cu ted  on th e  b b s t f in g e r*  i f  p o s s ib le .  
(Upper f in g e r s  a re  u s u a l ly  th e  weaker 
f in g e r s  and so cause n u a cu la r  r i g i d i t y  
when over u s e d .)  Using a poor t r i l l i n g  
f in g e r  i s  n o t  in  i t s e l f  enough j u s t i ­
f i c a t i o n  f o r  av o id in g  a  s h i f t*  o r a 
Jump*.
m. 18
3*». P e d a l Double 3b-4 5  
S tops*
The V ib ra to  Mode* i s  needed on a l l  o f 
th e se  doub le  s to p s .
FMpHp i  1p iw= y j . —  a
mm. 35-36
35. S h i f t  D uring 
S p io c a to
50-52 At sone p o in t a  s h i f t  must be made to  
th e  low er p o s itio n *  I t  nay be done on 
an accen ted  o r an unaccented n o te ,  bu t 
p re c is e  tim ing  i s  e s s e n t i a l .
- f H P
_ a a e  -a  :a  -ia- >m—1p
N h
m—•— ^ W -
r"—> > S B
mm. 50-52
XV. THREE CADENZAS FOR THE MOZART
CONCERTO NO. D MAJOR
Techniques and Exemplary
R ela ted  Problem s M easures Examples and Remarks
Bowing Techniques 
(Movement I )
1 . S o s te n u to  1 -7  The m usieal l i n e  most n o t  be in te r ru p ­
te d  by changing  bow p re s su re  d u rin g  th e  
bow ch anges. The s lu r s  them selves g ive  
th e  d e s ir e d  c h a r a c te r  to  th e  long  l i n e .
IS? m?
j  J I J m mt
mm. 2-3
2 . D etache and 7-12 D etache'. when p ro p e r ly  e x ec u te d , has
Mixed S p icca to *  a so s te n u to  f e e l in g  a s  re g a rd s  th e  bow
p re s s u re .  When th e  sound o f a rhythm 
emerges (a c c e n tin g  every  o th e r  n o te )  a 
c o n s ta n t p re s su re  i s  n o t  being  h e ld . 
T his c o n d itio n  must be c o r re c te d .
p- T 9- —(•- r f >  i, .p—■ -+--r r-î ^̂ SSBSS
m. 8




13-16,18*28 Always on th e  double s to p  o f Pedal 
Double S to p s* , q u i te  r e g a rd le s s  of whe­
th e r  o r n o t aooenta  a re  In d ic a te d  by 
th e  com poser.
a
. 0 » , m~\ b< :T>,
n . 13
A ccents in d ic a te d  by th e  composer can 
be r e a l i s e d  by s l i g h t l y  e lo n g a tin g  th e  
n o te  so  in d ic a te d .

















In n e r  A ccent 18 
S troke*
a. 18
5, H a lted  S troke*  31-32 A lthough I t  i s  n e t  in d ic a te d  w ith  an 
a c c e n t ,  th e  b rav u ra  n a tu re  o f th e  con­
c lu s io n  o f t h i s  eadensa  re q u ire s  th e  
H alted  S troke*  th ro u g h o u t th e se  two 
m easures•
*  *  X
to- tr —^  J r
& it  o f t• — . a ' _ o
£  r r  ~ J
mm, 31-32
6 . Harmonics 29-30 Should be p layed  w ith  a  ra p id .  F lo a tin g  
S tro k e* •
( Movement I I )
S o s te n u to  Throughout th e  e n t i r e  cadenaa. Lower
harmonic g race  n o te s  must be p layed  
w ith  sm oothness o f A r t ic u la t io n * ,  and 
u s u a lly  w ith  v e ry  l i t t l e  d u r a t io n .
in* 10
The m u sica l l i n e  must n o t  be broken up 
I n to  dm all u n i t s ,  and a c c e n ts  should 
n o t  be found in  th e  bow s tro k e s  o f t h i s  
cad en za .
A r tic u la t io n *  1-8
(Movement I I I )
Should be c le a n ,  n o t  co a rse  n o r to o  
smooth* (The A r t ic u la t io n *  should re* 
semble th e  speech consonant sound B ,)
mm, 1-2
T ied  Hook* 6-8 C are must be e x e rc ise d  to  begin  each 
t r i p l e t  group w ith  th e  same q u a l i ty  and 
dynam ic•
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10. H alted  Strok** 12-13
£
Should bo used horo f o r  th e  tamo reason  
a s  given in  item  No. 5* above,
/jJs
jjp  ^
^ M r  i f
am. 12-13
11. V e lo c ity  
P assag es
9-11 Away from  and r e tu rn in g  to  th e  dom inant 
to n e  (A ). These p assag es  should be 
execu ted  w ith  l i t t l e  bow p re s s u re ,  and 
l i t t l e  bow speed . Bow speed shou ld  in ­
c re a s e  s l i g h t l y  a t  th e  h ig h e s t  n o te s  
o f th e  passag es  in  m easures 9 and 10.
m V
mm. 9-10
Bow speed should  In c re a se  toward th e  
end o f  t h i s  s c a le  p assag e :
P
m. 11
L o ft Hand Techniques 
(Movement I )
12. Double S tops 3 -7  Broad and m elodic . In  o rd e r to  p rev en t
e x tr a  sounds, and in te r r u p t io n s  in  th e  
l i n e  when ex ecu tin g  descend ing  s ix th s ,  
th e  f in g e r s  should bo withdrawn s id e ­
ways from  th e  s t r in g s  (N a tu ra l F in g e r 
M otion*).
92
13-28 Pedal Double S tops* , T his tech n iq u e  
a f fo rd s  much o p p o rtu n ity  f o r  re la x in g  
t i r e d  m uscles in  th e  l e f t  hand and arm. 
Double s to p s  must be accompanied by a t  
l e a s t  a s l i g h t  v ib r a to  (V ib ra to  Mode*),




P ed a l Double S to p s* , T a c t i le  In to n a ­


















- Vt >— - e  . u bMs £ s s L=h . .. w — . . r .
* . 27
13. E x ten sio n  1^ T his f in g e r in g  i s  b e t t e r  than  of th e
a l t e r n a t iv e s  s in ce  i t  keeps th e  flow  
and th e  sane to n e  q u a l i ty  f o r  th e  B- 




N a tu ra l type
m, 30
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(Movement I I )
15. Jump* 19 W ithin a  trem olo  ch o rd . I t  must bo
done w ith o u t en a u d ib le  in te r r u p t io n  
between th e  low er and upper p a r t s  of 
4 th e  ch o rd .
Hd4i  jPi§- “p f]—wr-tf J
m* 19
16. F in g e rin g s  The c h ie f  problem  i s  to  choose f in g e r ­
in g s  t h a t  a f fo rd  r e la x a t io n  f o r  t i r e d  
m u sc les , s in c e  th e  cadensa i s  c o n s tru c ­
te d  e n t i r e l y  of doub le  s to p s .  The v i ­
o l i n i s t  shou ld  avo id  o v er-u se  o f  th e  
fo u r th  f in g e r .  H is energy  should be 
b a lanced  between th e  l e f t  and r i g h t  
hand ac tio n *  and he should have th e  
s e n s a tio n  t h a t  h i s  energy  i s  a l l  being  
co n v erted  in to  sound. He should  s t r i v e  
t o  r e a l i s e  th e se  k in e s th e t ic  images 
d u rin g  p re p a ra t io n .
The low er f in g e r in g  would be l e s s  in ­
c l in e d  th an  th e  upper t o  produce f a -  
t iq u e .
m
X • ' * .
i  3 * 4  m. 8
17. T a c t i l e  In ­
to n a tio n *
(Movement I I I )
T h is  measure i s  q u i te  im p o ssib le  to  
ex ecu te  w ith  c le a n  accu racy  w ith o u t 
c o n s id e ra b le  r e l ia n c e  upon T a c t i le  In* 
to n a tio n * .
$ ’ •  U j : [ y ^ E ^ p
ra. 7
9^
IN. bou b le  Stop* 1-8 M oderately d i f f i c u l t ,  b u t must be p e r­
formed w ith  v ib r a to  in  a r e l a t i v e l y  
co n tin u o u s  mode.
19. V e lo c ity  P as- 9-11 
sag es
As f in g e r s  in c re a s e  a c t io n  to  a speed 
where each  f in g e r  im pulse canno t be se ­
p a r a te ly  tr ig g e re d  in  th e  mind, th e  
f in g e r s  should  o p e ra te  in  th e  F lo a tin g  
Touch* mode.
m. 11
XVI. THREE CADENZAS FOR THE MOZART 
CONCERTO NO. 5, A MAJOR
Techniques and Exemplary
R ela ted  Problem s M easures Examples and Remarks
Bowing Techniques 
(Movement I )
1 . A ccented De- 5 
tach^*
T r i l l s  ( S c h n e lle rs * in  t h i s  c a se )  must 
be A r tic u la te d *  w ith  a g e n tle  accen t o f 
th e  bow.
m
2 , T ied Hook* 17 In  t h i s  c ase  th e  beg inn ing  o f th e  
s tro k e  i s  th e  H alted  S troke* and th e  
c o n c lu s io n  i s  th e  hook. In  o rd e r to  
a d eq u a te ly  s e p a ra te  th e  hooked n o te  
( in d ic a te d  w ith  th e  bowing mark) from 
th e  t i e d  n o te ,  th e  hooked n o te  i s  b e s t  
executed w ith  an in c re a s e  in  bow sp eed , 




3 . F ly in g  Hook* 15 In  t h i s  case  th e  hook i s  b e t t e r  exe­
cu ted  from the  a i r  s in ce  th e  bow must 
change from th e  upper two s t r in g s  to  
th e  low er two s t r in g s  d u rin g  th e  stroke;
S o a ten u to




1 ,2 ,7  A le a p  o f th e  bow should be executed
synchronously  w ith  a Jump* o f th e  f i r s t  
f in g e r  from th e  G s t r in g  to  th e  E 
s t r i n g ,  th e  bow ex ecu tin g  the F# w ith  a 
s o f t  A r t ic u la t io n * .
» . 7
A smooth and unaccented  so s te n u to  
should be th e  c h a r a c t e r i s t i c  manner of 
ex ecu tin g  th e  e n t i r e  cadenza.
In  b a r  10 th e  bow should be used most 
s p a r in g ly ,  sav ing  p le n ty  f o r  th e  G^-B 
e ig h th  n o te  on th e  th i r d  b e a t .
m. 10
7-8 The bow must touch  th e  upper s t r i n g  on 
th e  e ig h th  n o te s .  Care must be taken  
n o t to  change th e  bow speed and p re s -  
su re  on th e  trem o lo .
*
m. 7
(Movement I I )
6 In d ic a te d  by th e  b ra c k e t. The s lu r
must be i n i t i a t e d  a t  th e  e x tre m ity  o f 
th e  bow so th a t  th e  fo llo w in g  up s tro k e  
and d o u b le -s to p  down s tro k e  can be ex­
ecu ted  w ith  freedom . A ll  p a r t s  o f th e
97
s tro k e  must, sound f u l l y  and f r e e ly .
(The second h a l f  o f th e  measure i s  a 
r e v e r s a l  of th e  f i r s t  h a l f . )  I f  any of 
th e  p reced in g  p a r ts  o f t h i s  Com bination 
S troke*  a re  im properly  e x ec u te d , th e  




■ *  * - ‘W f  ■» fif »
m* 6
ft. S o s te n u to  A v i t a l  a sp e c t o f c o n tro l  needed in
t h i s  cad en sa , and a ls o  in  th e  very  
s h o r t  cadenza to  th e  th i r d  movement.
L e f t  Hand T echniques 
(Movement I )
9 . Jump* 1-2 Must be made w ith  c a re  so t h a t  abso­




E 3 3 m3 ■■
PC
m, 1
10. T r i l l  I n -  5 A S c h n e lle r* i s  a c c e p ta b le ,
te rp o la t io n *
m. 5
11. Tremolo 7 - lh  The t r i l l i n g  f in g e r  must touch  w ith
lig h tn e s s*  A Jump* to  second p o s i t io n  
f o r  th e  D# d im in ished  trem olo  would 
p robab ly  r e l ie v e  th e  hand o f th e  bur* 
den o f te n s io n  th a t  would come i f  i t  
were executed  in  th e  f i r s t  p o s i t io n .
19-20 Double trem o lo . T h is  I s  a d i f f i c u l t
te c h n iq u e . U n d esirab le  hand te n s io n  can 
be obv ia ted  on ly  by l ig h tn e s s  o f both  
t r i l l i n g  f in g e r s .
(Movement I I )
12 , D ouble-S tops Used th ro u g h o u t th e  e n t i r e  cadensa .
F a tig u e  can be p rev en ted  by r e s t r a in in g  
p re s s u re ,  and th e  use o f v ib r a to  
th ro u g h o u t (V ib ra to  Mode*),
13* Double Tremolo 10-11
R, 10
(Movement I I I )
T r i l l  I n t e r -  2 -5  The two c y c le  t r i l l  should  be u sed , e x -
p o la tio n *  c e p t  i f  an acce le ran d o  i s  ap p lied  in
m easures b and The p ro p e r f in g e r  
must be chosen f o r  each t r i l l .  T his 
may n e c e s s i ta te  a s h i f t  on th e  n o te  
p r io r  to  th e  t r i l l .
99
A h a l f  a tep  s l i d e  would n o t be o b jec ­
t io n a b le  h e re  i f  a  Ju*p* to  second po­
s i t i o n  proved to  be u n r e l ia b le .
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XVII. CADENZA FOR THE MOZART 
CONCERTO NO. 6 , E-FLAT MAJOR
Techniques and Exemplary
R ela ted  Problem s M easures Examples and Remarks
Bowing Techniques 
(Movement I I )
1 . Hooked Bow 1 -5  Most o f th e  hooks in  b a rs  4  and 5
should be th e  F ly in g  Hooks*. The hooks, 
however, must be s o f t l y  A r t ic u la te d * , 
and b ro ad .
2 . V e lo c ity  P a s-  9 -1?  
sag es
The bow should be used s p a r in g ly  a t  th e  
beg inn ing  o f each o f th e se  ra p id  
groups—more f r e e ly  toward th e  ends.
m
m. 11
S l ig h t  a cc e n ts  a t  th e  mid p o in ts  may 
h e lp  in  th e  bow d i s t r ib u t io n  and o r­
g a n isa tio n  in  b a rs  15-17.
Bow con tact must bo firm , but without 
much speed and without a coarse sound.
L eft Hand Techniques 
(Movement I I )
Double Stops 1-6 Moderately d i f f i c u l t .  A Jump* i s  re­
quired in bar **-.
S ch n eller*  8 Rapidly executed .
W*
m. 8
The t r i l l  should be begun w ith the  
upper n o te . The remainder o f the group 
fo llo w in g  the t r i l l  should flow  with 
l ig h tn e ss  o f f in g e r  p ressu re , and only  
when the balance o f the unspent bow Is  
the proper len gth  w ith which to  execute  
i t .
m, 11
T r i l l  I n te r -  10-13 
p o la tion *  and 
V e lo c ity  Pas- 
sage
S h if t s ,  when not found on a p u lse , 
should be smooth and unaccented w ith
s l i g h t  po rt*m entos#
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X V III. CADENZA FROM THE 
CONCERTO IN CNE MOVEMENT FOR VIOLIN AND ORCHESTRA, 
TRANSCRIBED FROM THE FIRST MOVEMENT 
OF THE CONCERTO NO. 1 IN D MAJOR 
OF NICCOLO PAGANINI
Techniquea and Exemplary
R ela ted  Problem s Meaaurea Examples and Remarks
Bowing Techniques
1* D ouble-S top  1 -7 ,^ 8 -5 5  
P assages




Line so s te n u to  i s  alw ays o f th e  u tm ost 
Im portance in  d o u b le -s to p  m elod ies.
2 . Chords 60-67 In te rs p e rs e d  th roughou t th e  cadenza.
The problem st
a .  t o  keep so s te n u to  o f l i n e ,
b . sm oothness o f sound,
c .  and to  use f u l ln e s s  o f bow in  th e  
Down Bow C hains*.
L ig h tn ess  o f bow p re s su re  must be used
104
on th e  upper two s t r in g s  d u rin g  th e  ex­
e c u tio n  o f quad rup le  chords to  p rev en t 
choking o f th e  sound ( t h i s  i s  c o n tra ry  














3* Tremolo 9-22 S o sten u to  o f  l in e  i s  th e  g r e a te s t  prob­
lem here*
» j  j 1 t j  ^
fer t f ¥ ¥  a
4 .  V e lo c ity  P a s-  23-26 
sages
m. 17
Bow must be used a t  a slow er r a t e  on 
th e  th ic k e r  s t r in g s *  B reaking up a 
long  bow s tro k e  in to  s h o r te r  ones i s  
co n s id e re d  th e  p la y e r 's  p r iv i le g e  in  
cadenzas*
m. 26
5. S lu rre d  R o ll-  29-47 
in g  Arpeggios*
The melody i s  p re sen ted  in  th e  low er 
n o te s  th ro u g h o u t th e se  m easures. The 
bow must em phasize th e se  w ith  a g e n tle  




The upper n o te  (u p p er s t r in g )  must 
sound tw ic e . W ithout g r e a t  c a r e „ th e  
upper s t r i n g  w i l l  only sound ones* The 
r e s u l t  i s  a  lo s s  in  th e  quad rup le  o r 
t r i p l e  rhythm , w hichever i s  in  e f f e c t  








7m H alted  S troke* 1,5#56-59








e J — i \ 0
m, 56
8 , Accented De- 55 
ta e h l*
». 55
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9 , B ariolage* 6 8 -6 9
10. Har non 1c
In double stops,
m, 69
71 Bow must be thrown a t  the t ip  on the  
open A and D s tr in g s ,  and then used 
q u ick ly  and l ig h t ly  as in  the normal 
harmonic fa sh io n .
3E E
* . 7 1
f
11. P assages In 1^ ram. 
D ouble S tops ( t o t a l )
L eft Hand Techniques 
A rpeggios.
t i n
i "  i
m. 50
D ia to n ic .
». &
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In v o lv in g  Jumps*.
*
m. 6
L ig h tn ess  o f f in g e r s  i s  alw ays d e s i r ­
a b le  In  d o u b le -s to p  e x e c u tio n .
12* Chords 1-2 T a c t i le  In to n a tio n *  i s  p r e r e q u is i t e  to  
ex ecu tio n  o f th e se  th r e e  c h o rd s .
*  Vn
ram. 1-2
13. Trem olo 14 mm. The p la y e r  must be su re  to  use th e
( t o t a l )  t r i l l i n g  f in g e r  v e ry  l i g h t l y  t o  p re ­
v e n t r i g i d i t y  in  th e  m uscles. ( F a i l ­
u re  in  to n e  p ro d u c tio n  should n e t  be 
assumed to  be th e  f a u l t  o f th e  l e f t  
hand* b u t to  be a bow c o n ta c t  p rob lem .)
m. 15
14. E x ten s io n s  27 In v o lv in g  th e  fo u r th  f in g e r .  Accuracy 
o f in to n a tio n  i s  th e  c h ie f  problem  
in  t h i s  exam ple.
108
H i
I V .. .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
/ hho n jtoco ft fhtrgu n do
IrJ j tJ J ̂ J
m. 27
15. V e lo c ity  P as- 23-26 To p re v e n t r i g i d i t y  o f m uscles , l i g h t -
sag es  n e ss  o f to u ch  i s  needed . S h i f t s  must
be o f a  smooth n a tu re  so  as  n o t to  p ro ­
duce a f a l s e  m uscular rhythm  in  th e  
flo w  o f im p u lse s . The m uscle rhythm , 
and th e  m usloal rhythm  should  ag ree  i f  
p o s s ib le .
m. 25
16, S lu r re d  R o ll-  29-M7  The problem : h igh  f in g e rb o a rd  p o s t­
in g  A rpeggios* t io n s  a re  u sed . About h a l f  o f th e  a r ­
pegg ios a re  in  h igh  to  ex trem ely  h igh  
p o s i t io n s .  In  th e  p re p a ra t io n  o f th e se  
h igh  a rp eg g io s  one c o n tin u o u s ly  en­
c o u n te rs  m ental and p h y s ic a l ex h au stio n  
w h ile  le a rn in g  th e  c o r r e c t  n o te s  in  
th e  n e c e s s a r i ly  cramped hand p o s i t io n .
The most d i f f i c u l t  o f th e  a rp eg g io s  
a re  t
a ,  when th e  melody l in e  (low er n o te )  
changes a t  th e  f i n a l  n o te  o f th e  
a rp e g g io ,
m. 33
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b . and when the Arpeggio 1b in the  
high range (e lev en th  p o s it io n ) .
17. Harmonic 71 L ig h tn ess  o f touch  in  b o th  f in g e r s
producing  an a r t i f i c i a l  harmonic i s  a 
dom inant f a c to r  in  t h i s  te c h n iq u e .
(The common r u le  o f  th e  s o l id  low er 
f in g e r  i s  a  f r e q u e n t cause o f harmonic 
f a i l u r e ,  and in  th e  i n a b i l i t y  to  le a rn  
d i f f i c u l t  harmonic p a s s a g e s ,)
|b i
m. 71
18. V ib ra to  V ib ra to  th ro u g h o u t i s  d e s i r a b le  f o r
to n a l  warmth and p re v e n tio n  o f r i g i d i ­
ty  o f th e  m uscles (V ib ra to  Mode*).
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XIX, CADENZAS TO VIOTTI'S VIOLIN 
CONCERTO NO. 22 IN A MINOR
Techniques and Exemplary 
R e la ted  Problem s M easures Examples and Remarks
1 . Accented




H a lted  S tro k e* .
j j l ;I n3
10
m. 9
In n e r  A ccent S tro k e* . Unaccented n o te s  
should be execu ted  w ith  a r a th e r  l i g h t  
bow p re s su re .
o o o o o o
m, 10
1R Accented le g a to .  These should be a l ­
most H alted S tro k es* , b u t th e  s in g in g  
n a tu re  o f th e  music must n o t be l o s t .  
F u rtherm ore , th e  g races  must consume 
a s  l i t t l e  tim e as  p o s s ib le .
SKa
'(% C t i
ra. 18
37 Quadruple chords should be accented .
¥  4
E — Ap --------; :  ■
H f J 5
mm—  ♦ ̂ r \
■ "  « r f r l
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. J  1
J n r u
m. 37






12 In  s p i te  o f th e  g ra c e s , th e  l in e  
should  appear smooth and u n accen ted ,
( \ E  ■ . / I
©-
■PW-------- 1C“ -j  -J* - 3'
- W H H -------------J r l0
m* 1 2
19 The measured trem o lo , and th e  double 
s to p s  should be p re sen ted  in  an un­
accen ted  manner*
m, 19
Chords 37-38,**5 The th re e  s t r in g  chords should be ex­
ecu ted  in  a n o n -a rp eg g ia ted  manner. 
The bow c o n ta c t must be n e a r  th e  f i n ­
g erb o ard , G re a te r  p re s su re  must be 
ap p lie d  h e re  than  on th e  p reced ing  
d o u b le -s to p  measure*
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(Movement I I )
if. A rpeggios 1-2  The problem : bow d i s t r i b u t i o n .  Large­
n e ss  o f sound must n o t  be sought a f t e r  
h e re . The l e f t  hand tech n iq u e  must 
d e fe r  to  th e  needs o f th e  bow. Bow 
p re s su re  must be m inim al, and bow speed 
should  rem ain c o n s ta n t r e g a rd le s s  o f 
th e  l e f t  hand ru b a to s .
poco p iu  mosso
m, 2
5 , S o s te n u to  3-11 The l i n e  should  be c h a ra c te r is e d  by
r e s t r a i n t  and sm oothness r e g a rd le s s  o f 
th e  te c h n ic a l  problem s o f th e  l e f t  and 
r i g h t  hands.
a tcmpo P~ '■
r p rfr. 3 -------- Mi»■* ■ ■ ¥ = V3 0---
f e  * r---------- 1----------------* —





6 . A ccent Usage 1 .2 .1 0  T r i l l s  may be A rtic u la te d *  w ith  ac­
c e n ts .  (See exanqple under item  No. **-, 
above.)
The a cc e n ts  here should  be u n d e rs ta te d  
in  o rd e r n o t to  d i s tu r b  th e  so s te n u to  
o f th e  m a te r ia l  b e fo re  and a f t e r  i t .
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m. 10
H alted  S troke*  may be used to  good ad­
v an tag e  In  measure 1,
Andante
m, 1
The f r e e  t r i l l s  in  th e  example below 
should  a ls o  be execu ted  w ith  th e  H alted 
S tro k e * ,
m. 11
7 . H air Leap* 3-5*9 Found f re q u e n tly  In  t h i s  cadensa be­
cause  o f th e  la rg e  Jumps* used .
ra. 5
L eft Hand Techniques 
(Movement I )
T a c t i le  I n -  7 -8  T h is cadensa i s  c o n s tru c te d  in  such a
tcm ation* way th a t  T a c t i le  In to n a tio n *  i s  an im­
p e ra t iv e  tech n iq u e  to  have acq u ired  in  
o rd e r to  ex ecu te  th e  music su c c e ss fu lly . 
In s ta n c e s  re q u ir in g  th e  use o f t h i s  
s k i l l  a r i s e  in  p r a c t i c a l l y  every  mea­
su re  . The Jump* between m easures 7 and 
8 se rv es  a s  a good exam ple.
m u lt ip le
S topp ing
F in g e r p re s su re  must be k ep t minimal 
d u rin g  th e  le a rn in g  p ro cess  in  o rd e r to  
in c re a se  k in e s th e t ic  and t a e t i l e  r e ­
sponses .
D oub le-stop  a rp e g g io s . The problem s 
in  t h i s  tech n iq u e  a re  f a t ig u e  and 
s h i f t i n g .  L ig h tn ess  o f f in g e r s ,  and 
th e  use of th e  V ib ra to  Mode* w i l l  r e ­
move much o f th e  form er problem . One 
must dev elo p  stam ina to  d e a l  w ith  th e  
balance  o f  t h i s  d i f f i c u l t y .  The so lu ­
t io n  o f th e  l a t t e r  problem  l i e s  in  th e  
use o f th e  minimal portam ento  and th e  
a p p lic a t io n  o f th e  S tr id e *  p r in c ip le .
10 mm. 
( t o t a l )
T his cadensa i s  c o n s tru c te d  com ple te ly  
o f  m u lt lp le - s to p  m a te r ia l  (ex cep t f o r  
b a rs  1 and 3)# The v i o l i n i s t  should 
approach  t h i s ,  and a l l  m u lt ip le - s to p  
m a te r ia l  w ith  S tr id e s*  a s  th e  b a s is  of 
h is  p re p a ra t io n  te c h n iq u e . T h is , o f 
c o u rse , im p lie s  h is  th in k in g  in  term s 
o f p a i r s  o f f in g e r s  in s te a d  of in d iv id ­
u a l  f in g e r s  ( p a i r s  o f f in g e r  Shapes* 
in s te a d  of in d iv id u a l  f in g e r  Shapes*),
m
10. E xtensions 12,17
2 o
Found in freq u en tly  throughout the ca­
dence. An exten sion  im p lies the reten ­
tio n  o f the sen sation  o f the b asic  po­
s i t io n  from which the ex ten sion  i s  de­
r iv ed . In the fo llo w in g  example, the  
fou rth  f in g e r  ex ten sio n  should not 
d istu rb  the f i r s t  p o s it io n  sen sa tio n , 
so th a t the f i r s t  f in g e r  can continue  
the m usical l in e  w ithout in terru p tion  
on the B, fourth  b ea t.
a A
W f
a .  17
11. Chords In the case  o f t r ip le  and quadruple
ehordal form ations, i t  i s  a h e lp fu l 
technique to  re ta in  no more than the  
upper two f in g e r s  through the duration  
o f an arp egglated , or broken chord. 
R etention o f non-sounding f in g e r s  tends 
to  develop  r ig id i t y  in  the ara and f in ­
ger m uscles. In bar 14 f fo r  example, 
a f te r  the graces have been played, 
the f in g e r s  th a t executed those notes  
should be removed from the s tr in g .
This p ra c tice  a lso  g iv es  f l e x i b i l i t y  
to  the v ib r a to .
— f l f i  i f  i
— -  _  _  — ~  
f 3 f . - s l j - if? £ = 4 =ijffi — --------1----------------------------------------------
IT o +W -
m. 14
(Movement I I )
12 . F lo a tin g  1-2  L ightness o f touch—e s p e c ia lly  w ith
Touch5* the th ird  and fourth f in g e r s— i s
needed in  th ese  passages.
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Andante
13. T a c t i l e  I n -  3 -5 .9  
tc n a t io n *
Jumps* th ro u g h o u t th e se  m easures n eces­
s i t a t e s  th e  use of t h i s  a b i l i ty *
a tempo
m. 3
1^« Double 9 sun* L ig h tn ess  o f  touoh and v ib r a to  must
S tops ( t o t a l )  be balanced  w ith  bow energy  in  th e se
m easures* When th e  energy  consumed by 
b o th  l e f t  and r i g h t  hands f e e l s  b a la n ­




In t h is  monograph the w r iter  has id e n t if ie d  th e sundry perform­
ance techn iq ues th a t are inh eren t in  th ese  se le c te d  works o f F r it s  
K r e is le r . This purpose has been achieved in  Part One and Part Two.
The P ieces
A concom itant d e s ir e  o f  th e w r ite r , as expressed a t  the o u tse t o f  
t h is  stu d y , i s  t o  show how th ese  K re is ler  v io l in  works might be used to  
f u l f i l l  pedagogioal purposes. The forego in g  an a lyses have brought in to  
fo cu s s p e c if lo  d id a c t ic  uses fo r  th ese  e ig h teen  works. Some o f the  
v io l in  p ie c e s  are found to  be mainly constructed  from a s a l ie n t  bowing 
tech n iq u e, or a l e f t  hand-technique, p lac in g  them in  th e category  o f  
e tu d es . The te c h n ic a l problems th a t must be reso lved  by the v i o l i n i s t  
vary con sid erab ly  in  th ese  works. The stud en t who m asters th ese  ten  
p leo es  by F r it s  K reisler  w i l l  have achieved a s ig n if ic a n t  advancement 
in  h is  technique o f v io l in  p la y in g .
The Caprice V lennols i s  an e x c e lle n t  study fo r  the development o f  
v a r ie ty  in  bowing strok es and tone production in  dou ble-stop  execu tion .
La Chasse i s  a superb study fo r  the development of the r ico ch e t  
s tr o k e , the Thrown Bow*, d ou b le-stop  ex ecu tio n , and Jumping*.
La Gltana i s  a v io l in  adaptation o f an Arabo-Spanish song o f the  
e ig h teen th  cen tu ry .1 I t s  v ir tu o so  nature and i t s  b rev ity  make i t  an
^ h i s  inform ation appears on the printed  v io l in  music.
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e x c e l le n t  p ie c e  from which the stud en t v i o l i n i s t  may learn  the accen­
tu a ted , bravura s t y le  o f execu tio n ,
Llobeafreud i s  apparently modeled a f t e r  the old Austrian peasant 
d an ce, th e  Landlor, and i s  red u cib le  t o  a s in g le  harmonic stru ctu re  w ith  
co n tr a s tin g  m elodic v a r ia n ts  u n fold ing in  an arch form* The p iece  i s  
n o t ta x in g  on th e v i o l i n i s t ' s  energy, but i s  e x c e lle n t  fo r  i t s  use o f  
sp lc c a to , s ta c c a to , hooked bow, and s in g in g  sostenuto*
The Menuett i s  a study In th e use o f th e F ly ing Hook* strok e . 
However, th e  t r i o  se c t io n  con ta in s important hidden o b sta c le s  to  be 
overcome j th e commanding problem in  th ese  middle th ir ty -tw o  bars of 
s ix te e n th  n o tes  i s  to  understand the m ateria l a s  a Hspun-out" melody.
T his p iece  i s  va lu ab le  la r g e ly  as an etude s in c e  i t s  audience appeal i s  
lim ited*
One o f  K reisler**  e a r l i e s t  works. The Old R efrain, i s  an adapta-
o
t io n  o f  th e o ld  fo lk  melody. Per a l t e  Stephansdom. I t  i s  e s p e c ia lly  
e x c e l le n t  m ater ia l fo r  develop ing such techniques as the execution  o f a 
s in g le  s tr in g  melody, continuous melody in  double s to p s , continuous 
v ib r a to , and fo r  the development o f the stamina th a t i s  demanded by 
th ese  techniques*
The Praeludium and A llegro  can be o f great value to  the student 
v i o l i n i s t  in  developing the v a r ie t ie s  o f  the detaehe stro k e , and in  
d evelop in g e o n tr o l in  h is  sp icea to  and chordal execution* Preparation  
o f  t h i s  work w i l l  a ls o  stim u la te  the development of stam ina.
The R e c lta t iv o  and Scherao i s  among the most d i f f i c u l t  o f  
K reis ler* s  v io l in  works, and the v i o l i n i s t ’s stamina i s  h ea v ily  taxed
2Louis Loehner, F r it s  K re is ler  (New York* MacMillan C o ,, 1950).
p* 15«
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w h ile  execu tin g  i t .  I t  req u ires extraord inary p h y sica l f l e x i b i l i t y  and 
s u b t le ty  in  th e  a p p lica tio n  o f  p lay ing  tech n iq u es. The rewards to  the 
student* however* w i l l  prove t o  be as grea t as i t s  d i f f i c u l t i e s  i f  he 
w i l l  prepare the p iece  w ith  the care and patien ce i t  demand a . The 
R so ita t iv o  and Scherso has mueh audience appeal and d eserves to  be pro­
grammed o f te n . P resen tly  i t  i s  heard only o c c a s io n a lly , u su a lly  as an 
en core .
Schcn Rosnarin was obviou sly  in sp ired  by a p a r tic u la r  person known 
t o  th e  composer* although her iden tity*  other than her given name* i s  
no lon g er  known. This d e l ig h t fu l  p ie c e  nay be used as  an etude to  de­
v e lo p  staccato*  sp iccato*  the Combination Accent** Combination Stroke* 
d e x te r ity *  as w e ll  as gen era l te c h n ic a l f a c i l i t y .  I t  i s  one o f the 
e a s ie s t  K r e is le r  p ie c e s  and can be given  to  a student in  h is  p re-advanc­
ed sta g e  o f  developm ent.
Tambourin C h in o is * co p y rig h ted  w ith  fo u r  o th e r  p ie c e s  in  1910, 
abounds w ith  v i r tu o s o  te c h n iq u e s . As in  most o f K r e i s l e r 's  m usic, th e  
l e f t  hand e x ec u tio n  in  th e  Tambourin l ie s *  f o r  th e  most p a r t ,  under th e  
p l a y e r 's  f i n g e r s ,  and i s  an e x c e l le n t  p ie c e  f o r  an advanced s tu d e n t to  
s tu d y  in  o rd e r  to  p re s s  forw ard  h is  te c h n ic a l  f r o n t i e r s .  P robably  th e  
m ost d i f f i c u l t  a s p e c t  o f t h i s  work i s  i t s  p h y s ic a l stam ina req u irem en t. 
A lthough  th e  p la y in g  l a s t s  on ly  abou t fo u r  m inu tes, th e  P re s to  p o rtio n  
t h a t  opens and c lo s e s  th e  p ie c e  i s  In  a q u a s i-p e rp e tu a l  motion idiom  
demanding a c o n tin u a l  o u tp u t of c o n tro lle d  energy  from  th e  v i o l i n i s t .
In the P iu  Lento se c t io n  he i s  co n sta n tly  occupied w ith the c r i t i c a l  
ta sk s o f m aintaining the sosten u to  and o f tone production. Tambourin 
C hinois i s  a rare pedagogical trea su re .
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A s in g u la r  p recep tive  b e n e f it  o f most o f K reisler* s  p ie c e s  i s  
th a t th e ir  most d is t in g u ish in g  te c h n ic a l fe a tu re s  must be a ss im ila ted  
reasonably w e ll in  order to  be played su c ce ssfu lly *
The Cadenzas
The cadenzas g iv e  evidence o f  K re is ler  *s strong in c lin a t io n  to ­
ward the use o f d ou b le -sto p  m a ter ia l. K re is ler  in v a r ia b ly  s e t s  arpeg­
g io s  in  d ou b le-stop s rather than in  s in g le  notes* M elodies are r a re ly  
in  s in g le  n o tes— freq u en tly  in  trem olos. S in g le  note v e lo c i t y  passages  
are rare and probably in serted  on ly  t o  ach ieve a re la x a tio n  and co n tra st  
to  th e heaviness o f  th e  d ou b le-stop  m aterial*
The K re is ler  cadenzas are more d i f f i c u l t  works than most o f h is  
v io l in  p ie c e s ,  and so  they should probably n o t be attempted by the  
stud en t u n t i l  he has s u c c e s s fu lly  prepared th e  m ajority o f  the ten se ­
le c te d  p leees*  Almost a l l  o f  th e cadenzas are p h y s ic a lly  tax in g  to  per­
form* The nature o f  th e l e f t  hand execu tion  i s  g en era lly  com fortable in  
th a t the execu tion  techniques l i e  "under the hand".
The th ree  cadenzas to  the Beethoven C oncerto (m e  cadenza to  
each o f the th ree movements) are among the most w idely used o f  
K reis ler* s  cadenzas. The most prominent m elodic m aterial o f the con­
c e r to  i s  fo u n d ation a l, and the f i r s t  and l a s t  movement cadenzas are the  
most len g th y—the former being s ix t y - s ix  measures and the la t t e r  being  
f i f ty - tw o  measures. These cadenzas are a comprehensive rep o sito ry  o f  
v io l in  tech n iq u es, and rank among K reisler* s  g r ea te s t  and most d i f f i c u l t  
works*
With the exception  o f the few sca ttered  detache measures, the  
cadenza to  th e Brahms Concerto c o n s is t s  e n t ir e ly  o f double, t r ip l e ,  and 
quadruple stop s, and trem olos. The f in g e r  p attern s o f the le ft-h a n d
121
te ch n iq u e  l i e  v e ry  w e ll under th e  v i o l i n i s t ' s  hand* T a c t i le  In o n a tion*  
must be acq u ired  p r io r  t o  th e  s tudy  o f  t h i s  cadenza , and w i l l  be de­
veloped  f u r th e r  d u rin g  i t s  p re p a ra tio n *  (The le n g th  o f tim e tak en  to  
p re p a re  th e  cadenza w i l l  be d e te rm in ed , to  a  la rg e  d e g re e , upon th e  
p ro f ic ie n c y  o f  th e  v i o l i n i s t  a s  re g a rd s  t h i s  te c h n iq u e .)  Because o f 
th e  la r g e  amount o f ra u l t ip le - s to p  m a te r ia l ,  Jumping* i s  im p l ic i t  and 
i s  a  te ch n iq u e  v i t a l  t o  th e  s u c c e s s fu l  p re p a ra t io n  o f  t h i s  cad en za . A 
bowing problem  in  t h i s  work i s  t y p ic a l ly  t h a t  a r i s in g  from  th e  ex ecu tio n  
o f m u l t ip le - s to p s t  s o s te n u to  w ith o u t h a rsh n ess  o f to n e . T h is a p p l ie s  
a s  w e ll t o  th e  Down Bow Chains* a s  t o  th e  d o u b le -s to p  m elodies and a r ­
p e g g io s . As w ith  a l l  o f  K r e l s l e r 's  cad en zas , th e  Brahms C oncerto  ca ­
denza i s  in  th e  b rav u ra  s t y l e ,  and so  r e q u ir e s  c o n s id e ra b le  use o f th e  
C om bination A ccen t* , and t a s t e f u l  ru b a to .
The cad en zas  t o  th e  M ozart c o n c e rto s  c o n ta in  l i t t l e  o r no f in g e r ­
in g s  by K r e i s le r .  The ex ec u tio n  o f th e se  cadenzas should  be ch a rac ­
t e r i s e d  by th e  r e s t r a i n t  t h a t  i s  p ro p e r ly  con jo ined  t o  a l l  music o f 
t h i s  p e r io d .  A somewhat narrow  v ib r a to ,  a  r e s t r i c t e d  use o f portam ento , 
and sm oothness o f  m elodic l in e  a re  e s p e c ia l ly  im p o rtan t a sp e c ts  o f exe­
c u tio n  in  th e  c l a s s i c a l  s t y l e .  K r e i s l e r ’s e x te n s iv e  use o f th e  trem o lo  
in  th e s e  cadenzas i s  p ro b ab ly  th e  reaso n  why th e y  a re  n o t  a s  f r e q u e n tly  
performed a s  a re  h is  cadenzas t o  th e  Romantic c o n c e r t o s H o w e v e r ,
^The trem o lo  i s  u s u a l ly  co n sid e red  to  be a  rom antic  v i r tu o s o  de­
v i c e ,  how ever, i t  i s  found in  e ig h te e n th -c e n tu ry  v io l in  works occasion­
a l l y  ( e . g ^ Les V in g t-q u a tre  M atin ees , by P ie r r e  G a v ln ie s , 1728-1800),
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th e s e  cadensas ape b e a u t i f u l  end ape e x c e l le n t  m a te r ia l  f o r  th e  d e v e l­
opment o f th e  most advanced v io l i n  tech n iq u es*
The th r e e  s h o r t  cadensas to  th e  C oncerto  In  A M ajor, by M ozart, 
ape o f  m oderate d i f f i c u l t y  re q u ir in g  m inim al use  o f  T a c t i le  In to n a tio n *  
and th e  a cc e n ted  s ty l e  o f  ex ecu tio n  t h a t  i s  so  common in  th e  Romantic 
cadensas*
The eadensa  to  th e  P ag an in i C oncerto  in  D M ajor i s  in  th e  same 
b rav u ra  s t y l e  a s  a re  K r e i s l e r 's  cad en sas  to  th e  Brahms and Beethoven 
co n ce rto s*  The m a te r ia l  c o n s i s t s  o f  ju x tap o sed  s e c t io n s  o f id io m a tic  
v io l i n  te ch n iq u es*  and co ncludes th e  f i r s t  movement o f  th e  C o n certo .
A most u n u su a l f e a tu r e  o f  t h i s  c o n c e r to  i s  t h a t  t h i s  f i r s t  movement o f  
th e  com plete three-m ovem ent work i s  v e ry  o f te n  perform ed a lo n e  w ith  th e  
eadensa* K r e is le r  c a r e f u l ly  avo ided  th e  overuse o f th e  S lu r re d  R o llin g  
Arpeggios* in  h is  music* (T h is  im p ress iv e  id io m a tic  tech n iq u e  can be­
come o f fe n s iv e  i f  used h a b itu a l ly * )  H is on ly  ex tended use o f  t h i s  de­
v ic e  i s  in  t h i s  eadensa t o  th e  P a g a n in i C o ncerto t i t  would have been 
a n a c h ro n is t ic  in  any o f  th e  o thers*
Of th e  tw en ty -n in e  v io l in  c o n c e rto s  t h a t  V i e t t i  composed, few have 
rem ained in  th e  r e p e r to ry  o f v i o l i n i s t s  to d a y . Of th e se  few th e  tw en ty - 
second C o n certo  i s  p ro b ab ly  th e  b e s t  known* K r e l s l e r 's  cadensas to  
t h i s  C oncerto— one each  f o r  th e  f i r s t  and second movements— were com­
posed v e ry  f a i t h f u l l y  t o  V i o t t i ' s  s ty le  i a  p reponderan t r e l ia n c e  upon 
d o u b le -s to p s  *
F in a lly *  one i s  com pelled to  n o t ic e  in  K re is le r* s  works t h a t  he 
has a p re d is p o s i t io n  toward th e  in te r p o la t io n  o f  t r i l l s *  S c h n e lle rs* * 
an d  th e  use o f  o th e r  g race  n o tes*  This* h is  watermark* i s  found in  a l l  
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A ccented d e tac h e  ( a r t i c u l a t e d  d e ta c h e ) .  A broad detach© s tro k e  c h a rac ­
t e r i s e d  by a sudden t h r u s t  o f h o r ia o n ta l  n o tio n  a c ro s s  th e  s t r i n g  a t  
th e  b eg in n in g  o f each  s t r o k e .  I t  u t i l i s e s  no more than  o n e - th ird  of 
th e  a v a i la b le  h a i r  and only  th e  s m a lle s t  f r a c t io n  of th e  d u ra tio n  of 
th e  e n t i r e  s t r o k e .  There i s  no tim e n o r  A r t ic u la t io n *  s e p a ra tio n  
betw een th e  s t r o k e s .  (V ib ra to  i s  im p l ic i t  in  t h i s  s t r o k e . )
A r t i c u la t io n . In  s t r i n g  p la y in g , th e  moment o f e x c i t a t io n  o f  th e  s t r in g  
by th e  bow (o c c a s io n a lly  by th e  l e f t  hand f in g e r s  a l s o ) .  Bow A r t i ­
c u la t io n  occurs  when th e  h a i r  to u ch es  th e  s t r i n g ,  o r ehanges d i r e c ­
t io n  on th e  s t r i n g ,  and can be exp ressed  a s  a continuum  from s o f t  
t o  h a rd , o r from  smooth t o  c o a r s e . T h is continuum  i s  s im i la r  in  
sound and fu n c tio n  to  t h a t  o f  th e  co nsonan ts  in  sp eech , and may 
be v is u a l i s e d  a s  fo llow s*
S o f t  o r  sm oo th ., . 1 . H (a s  in  Head)
2 , P (a s  in  Pork)
3 . T (a s  in  T e ll)
SH (a s  in  SHoe)
Hard o r c o a r s e . 5* CH (a s  in  CHop)
B a r lo la g e . An extended  and c y c l ic  a l t e r n a t io n  o f s t r in g s  where one o f 
th e  s t r in g s  i s  u n fln g e red  (o p e n ). The s tro k e  may be s lu r re d  or de­
tach *  , and may in v o lv e  only  two or th r e e ,  o r  a l l  fo u r  s t r in g s ,
Co"*M naticn s t r o k e .  A eomplex s tro k e  t h a t  i s  a c tu a l ly  s e v e ra l  s tro k e s  
lin k e d  to g e th e r  by a c e r ta in  in te rd ep en d en ce . For i t s  own execu­
t i o n ,  each  o f  th e  s tro k e s  in  th e  com bination re q u ire s  t h a t  th e  p re ­
ced in g  s tro k e  be done p ro p e r ly , u sing  th e  c o r r e c t  amount o f h a ir  in  
th e  c o r r e c t  tim e d u ra t io n .  The t r u e  Com bination S troke  in v o lv es  
b o th  s e p a ra te  and s lu r re d  n o te s  as  p a r t  of th e  com plete s tro k e .
Down bow c h a in s . A s e r i e s  of down bows re q u ire d  f o r  th e  ex ecu tio n  o f a 
passage  (u s u a l ly  c h o rd s ) . To p rev en t a choppy, broken r e s u l t ,  one 
must draw  as  much h a i r  a c ro ss  th e  s t r in g s  as  p o s s ib le  on each s tro k e . 
T h is s in g le  f a c t  makes t h i s  dynam ic, b ravura  bowing a d i f f i c u l t  and 
p h y s ic a l ly  ta x in g  s tro k e  when used in  an extended p assag e .
F lo a tln z  stroke. A rapid detache stroke with very lig h t  bow p re s su re . 
The stroke may be accompanied by the sensation that the bow is  
f lo a tin g  over the string  ( in  contrast to being played " in to  th e  
s trin g ” ) • The tone is  produced by a portion of the la te n t bow- 
weight f r ic t io n ,  and the bow’ s speed.
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F ly in g  hook, A hooked strok e where the hooked note i s  whipped from the 
a i r ,  but w ithout & bounce.
Hair le a p ,  A lea p  o f  th e bow th a t i s  p r e c is e ly  timed w ith a leap  o f the  
l e f t  hand (Jumping*) as th e la t t e r  lea p s fo r  change o f p o s it io n , or 
change o f  s tr in g s .  The leap  req u ires only th e m inutest separation  
between th e h a ir  and s tr in g  w ith such sh ortn ess o f  duration th a t the  
In terru p tion  In the m usical l in e  i s  im perceptib le to  the ea r .
H alted s tro k e* An accented stroke taken on a r e la t iv e ly  long note n eces­
s i t a t in g  a h a lt in g , or r e s tr a in in g  o f the forward motion o f  the 
strok e Immediately upon the in cep tio n  o f the a ccen t. The stroke can 
be e i th e r  up or down, (V ibrato i s  im p lic it  in  th is  s tr o k e ,)
Inner accen t s tr o k e ,  A stroke con ta in in g  an accent (th r u st)  a t  some 
p o in t during i t s  course a f t e r  the stroke has begun. U su a lly , th is  
strok e Invo lves two or more n o te s , the second or another subsequent 
n ote being accented and n ot th e  f i r s t ,  (In v o lv es  the in c lu sio n  of 
th e Combination A ccent* ,)
In verted  detach^ , A strok e so  named because the up p ortion  o f the
strok e i s  executed on the p u lse  and the down p ortion  i s  unaccented,
g iv in g  a sen sa tio n  o f  temporary awkwardness to  the p la y er .
Mixed s p ic c a to , A mixing o f sp ic ca to  and d etach e,
Mixed s ta c c a to , A mixing o f s ta c ca to  and p o rta to .
S lurred r o l l in g  a rp egg ios. M ultip le s tr in g  arpeggios where only one 
n ote  i s  played on each s tr in g  in  i t s  tu rn . The bow i s  slurred  from 
th e  low est s tr in g  to  th e h ig h e s t , then reversed , and i s  slurred from 
th e  h ig h est t o  the lo w e st .
Susta ined  strok e (so s te n u to ) , A su sta in in g  o f  equal pressure o f the  
h a ir  a g a in st the s t r in g , reg a rd less  o f  the lo ca tio n  o f the p oin t o f  
co n ta c t (low er p art o f bow or a t  t i p ) .  The im p lica tion  i s ,  fu rth er­
more, th a t th ere a ls o  be su sta in ed  p ressu re , or a t  l e a s t  the i l l u ­
sion  o f su sta in ed  p ressu re , during the change o f  the stroke. The be­
g inning o f  each new stroke must be a t  the same dynamic le v e l  as the 
ending o f  th e  previous stro k e .
Thrown a c ce n t. A dropped (thrown) A rticu la tion *  a t  the frog g iv ing the 
strok e a b r i l l i a n t ,  or bravura ch aracter .
Thrown bow. The s lo w est o f  the sp icca to  bowings, sometimes referred  
to  as the "sin gin g  sp icca to " . I t s  name i s  derived from the d e l i ­
berate  throwing motion o f  the hand fo r  each strok e .
Thrown f ly in g  s ta c c a to , A slow  v ersion  o f  the f ly in g  sta cca to  but
ch a ra cter ised  by a more exaggerated and d e lib er a te  hand motion fo r  
each n ote  (each  bounce).
Tied hook, A hooked bowing where the h a ir  always remains In con tact  
w ith  the s tr in g — in  co n tra st to  the F ly ing Hook*,
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Unequal bow- A down-up s tro k e  in  which th e  t i n s  d u ra t io n  o f e i t h e r  th e  
down o r  th e  up i s  l e s s  th an  th e  o th e r .  F or a l l  p r a c t i c a l  c o n s id e r­
a t io n s  th e  b o th  s tro k e s  use  th e  same amount o f h a i r ,  b u t th e  qu ick ­
e r  o f  th e  two must use  i t  in  l e s s  tim e .
Whipped bow ( f o u e t t e ) .  A thrown a c c e n t a t  th e  t i p  o f th e  bow executed  
by a sudden r e le a s e  o f  p re s su re  when re a ch in g  th e  t i p  (su p p o rted  by 
a g e n t le  l i f t  a s  w e ll)  and im m ediate ly  fo llow ed  toy s t r ik in g  th e  
bow downward o n to  th e  s t r i n g  a s  th e  up s tro k e  i s  begun. T h is  s tro k e  
has th e  same sound a s  th e  Thrown Accent* a t  th e  f ro g .
L e f t  Hand Techniques
C hrom atic g l is s a n d o . A g lis s a n d o  (downward) executed  by a s in g le  f i n ­
g e r ,  and perform ed w ith  a c e r t a in  m uscular r i g i d i t y  in  th e  l e f t  
arm  c au s in g  a  sim ple  v ib r a t io n  o f th e  fo rea rm . T h is v ib r a t io n ,  in  
t u r n ,  cau ses  th e  f i n g e r t i p  t o  go th ro u g h  many s t a r t - s t o p  c y c le s  d u r­
in g  I t s  d e s c e n t ,  g iv in g  th e  i l l u s io n  o f  a chrom atic  s c a le .
C om bination a c c e n t .  A combined manner o f  l e f t  hand and bow hand execu­
t io n  c h a r a c te r is e d  toy th e  s im u ltan eo u s a c c e n tin g  o f th e  v ib r a to  
mechanism and o f  th e  s t r i n g  e x c i t a t io n  toy th e  bow (A coented De- 
t a c h i ) .  —
Double t r i l l .  A r a r e  and d i f f i c u l t  t r i l l  ex ec u tio n  being  a t r i l l  upon 
b o th  n o te s  o f  a d o u b le -s to p . I t  must be d is t in q u is h e d  from  r e f e r ­
ence t o  th e  d o u b le -s to p  t r i l l  which In d ic a te s  a t r i l l  on only  one 
n o te  o f  th e  d o u b le -s to p — a much l e s s  d i f f i c u l t  t r i l l  e x ec u tio n .
F in g e r  sh ap e .  The d i r e c t  r e s u l t  o f  th e  d eg ree  o f m uscular c o n tra c t io n  
in  th e  f i n g e r • The f in g e r  i s  cap ab le  o f assuming a v a s t  number o f 
shapes from  a  s t r a i g h t  l i n e  to  th e  boxed shape. A ccording to  th e  
p r in c ip le  o f  Muscle Memory*, in to n a tio n  may be le a rn e d  and p re ­
d ic te d  p a r t ly  by th e  le a rn in g  and r e c a l l  o f  th e  s e n sa tio n  o f F in g e r 
S h ap es, Each p la y e r—depending  upon th e  s iz e  o f h is  hand and th e  
le n g th  o f h is  f in g e r s —l e a r n s , by h a b i t ,  s e v e ra l  d i s t i n c t  F in g er 
Shapes t h a t  he a s s o c ia te s  w ith  p re c is e n e s s  and p r e d i c t a b i l i t y  of 
in to n a t io n • These s e v e ra l  shapes can be ga th ered  to g e th e r  in to  
th r e e  g e n e ra l ,  o r  b a s ic  g roupst
1 . th e  e lo n g a ted  shape
2 . th e  curved  shape
3 . th e  boxed shape
(The w r i t e r 's  o b se rv a tio n s  o f  v io l in  s tu d e n ts  and p ro fe s s io n a ls  
have le d  him t o  b e lie v e  t h a t  th e se  F in g e r Shapes a re  learn ed  sub- 
l l a i n a l l y ,  and t h a t  co n sc io u s  aw areness o f them may w e ll in c re a se  
th e  v i o l i n i s t ' s  le a rn in g  speed and r e c a l l  a b i l i t y . )
Flo a t in g  to u c h . An ex p re ss io n  a p p lie d  to  t h a t  s e n sa tio n  rece iv ed  from 
th e  f in g e r s  in  a c t io n  as  th e y  aim f o r  th e  s t r in g  I t s e l f ,  and n o t 
f o r  th e  fin g e rb o a rd  benea th  th e  s t r i n g .  (T h is  touch  i s  sometimes 
r e f e r r e d  to  as  " l i g h t  fingers* ' and a ls o  has been d e sc rib e d  as "p la y ­
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in g  as i f  the n o tes  were harmonies.*') This touch a p p lie s  more to  
th e v io l in  and v io la  than to  the e e l l o  and bass where the Immense 
v ib r a tin g  energy In the s tr in g  i s  n ot as e a s i ly  stopped by the mass 
o f th e f in g e r  f le s h  as i t  i s  In the ease  o f  the v io l in  (e x c ep t, per­
haps in  the high thumb p o s it io n s ) .
Jumping. S h if t in g , w ithout portam ento, when the h a ir  o f the bow has 
r e le a sed  the s tr in g  (H air Leap*). Both l e f t  hand and bow execu­
t io n s  are done in sta n ta n eo u sly  and sim ultaneously  so  th a t i t  i s  not 
a u r a lly  p e r c e p tib le .
Muscle memory.  That tendency o f  musoles to  return to  or remain in a 
known or r e c e n tly  experienced p o s it io n  or co n tra c tio n , rather than 
assume a new or d if f e r e n t  one.
N atural f in g e r  m otion. That eye l i e  motion o f  the f in g e r , as in  l e f t  
hand p ia s lc a to .  This m otion, being c ir c u la r , does n o t n e c e s s ita te  
th e  r e v e r sa l o f  m uscles as th e t r i l l  motion req u ires . (The t r i l l  
motion i s  dependent s o le ly  upon musoular a c t iv i t y  d irected  a t the  
palm-knuokl* j o in t ,  the f in g er  m uscles remaining r e la t iv e ly  f ix e d ,  
or a t  l e a s t  a f fe c t in g  only Finger Shapes*,) The N atural Finger Mo­
t io n  i s  an organ ization  o f muscular a c t iv i t y  which— though i t  in ­
deed i s  the f u l ly  n atu ra l f in g e r  motion— i s  not a common fin g er  
motion t o  th e average student in  h is  v io l in  p lay in g . The student 
must learn  to  use t h is  motion when i t s  use w i l l  g iv e  him an ad­
vantage in  the execu tion  o f a passage. In th is  motion the fin g er  
approaches the s tr in g  from above and lea v es  the s tr in g  from the  
s id e  toward the palm o f the hand.
Pedal d o u b le -s to p s . A dou b le-stop  passage where the d ou b le-stop s are 
a ltern a ted  w ith a recurring s in g le  note (u su a lly  lower than the 
d ou b le-stop ) g iv in g  the e f f e c t  o f a p edal.
R eitera ted  f in g er  p a tte rn s . The r e p e t it io n  o f a fin g er  pattern  in  a 
l a t e r a l  or v e r t ic a l  d ir e c t io n  to  the fingerboard. This technique 
i s  freq u en tly  employed in  id iom atio passagework, and,because of the 
Muscle Memory a c t iv i t y ,  a ffo rd s a cer ta in  ease and re la x a tio n  to  
the l e f t  hand.
S a t e l l i t e  p o s it io n . That con d ition  o f the l e f t  hand where the thumb re­
mains in  a previous p o s it io n , but the f in g e r s—w ith the main body 
o f the hand— tem porarily  assume a p o s itio n  a tone or semitone 
h igh er .
S ch n eller  (in v er ted  mordent), A s in g le  c y c le  t r i l l .
S tr id e s . That r e la t io n sh ip  between any two fin g er s  o f the playing hand. 
The term, as used by the w r ite r , r e fe r s  to  the d is ta n ces  between 
f in g e r s  th a t w i l l  produce harm onically true in te r v a ls  o f
1 . the whole s te p ,
2 . the h a lf  s te p ,
3 . the small th ird  (s te p  and a h a l f ) ,
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b .  th e  la rg o  th i r d  (tw o whole s to p s ) ,
5 . and th o  octavo*
Those r e la t io n s h ip s  may bo th o u g h t o f a s  tho  same re g a rd le s s  of 
w hether th e  p a i r  o f f in g o rs  i s  fu n c tio n in g  on th e  same s t r i n g ,  or 
n o t .  F or exam ple, a minor s ix th  (on a d ja c e n t  s t r in g s )  i s  a h a lf  
s te p  se n sa tio n s  a m ajor s ix th  i s  a whole s te p  s e n s a tio n .
S tr in g  c lim b in g . T h is  ex p re ss io n  r e f e r s  to  a te c h n ic a l  requ irem en t 
t h a t  th e  ex ecu tio n  be done a l l  on one s t r i n g ,  o r p o s s ib ly  on two 
a d ja c e n t  s t r i n g s .  The p i tc h  l e v e l  o f th e  passage may be ascending  
o r  d e scen d in g , o r b o th .
T a c t i le  in to n a t io n . A sense  o f p re c is e  in to n a tio n  b o th  r e l i a b l e  and 
p r e d ic ta b l e ,  based  e n t i r e ly  upon th e  s e n s a tio n  o f th e  hand and f i n ­
g e rs  a g a in s t  th e  in s tru m e n t. U su a lly , in to n a tio n  accu racy  i s  la r g e ­
l y  th e  r e s u l t  o f  f in g e r  r e l a t io n s h ip s —t h a t  i s ,  f in g e r  sp ac in g , o r 
f in g e r  S tr id e s * — however, when th e  te c h n ic a l  req u irem en t i s  a Jump* 
on th e  f in g e rb o a rd , th e  c a lc u la t io n  must be ach ieved  w ith o u t th e se  
f in g e r  m uscle s e n s a t io n s ,  and th e  v i o l i n i s t  must r e ly  m ostly  upon 
th e  rem ain ing  to u ch  s e n s a tio n s  o f th e  hand and f i n g e r s .2
T r i l l  i n t e r p o la t i o n . The im p o s itio n  o f  a  t r i l l  on one o f  th e  n o te s  in  
passage  work.
V ib ra to  node. T ha t co n tin u o u s motion o f th e  l e f t  hand, c o n v e n tio n a lly  
d e sc r ib e d  a s  v ib r a to .  When t h i s  a c t i v i t y  i s  to  be c o in c id e n ta l  w ith  
passagew ork a c t i v i t y  o f th e  hand and f in g e r s —th e  im pulses o f th e  
v ib r a to  c y c le s  c o in c id in g  w ith  th e  d a c ty l  im pu lses—th e  ex p re ss io n  
V ib ra to  Mode w i l l  be a p p lie d .
T h is  a b i l i t y  i s  p a r t  o f  a  broad c a ta g o ry  o f psycho -senso ry  capa­
b i l i t i e s  term ed k in e s th e t ic  im agery by C a r l  Seashore in  h is  Psychology 
o f  Music (New York and London* McGraw-Hill Book Company, I n c . , 1938;, 
p . 6 .
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CHART OF BOWING TECHNIQUES
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CHART OF LEFT HAND TECHNIQUES
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N atural F inger Motion*
Pedal Double Stops* 
P is s ie a to  ( l e f t  hand) 
R eitera ted  F inger Patterns*  
S a t e l l i t e  P osition *
S trin g  Climbing*
Tremolo
double
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double
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VITA
Harvey O ltn  waa bom  In  B u ffa lo , New York on May 21, 1930* He 
a tte n d e d  th e  p u b lic  sch o o ls  In  B u ffa lo  beg inn ing  th e  s tudy  o f th e  v i ­
o l in  a t  th e  age o f e ig h t ,  and g rad u a tin g  from high school in  19^8.
The same y e a r  he e n ro lle d  a s  a day s tu d e n t a t  th e  B u ffa lo  S ta te  
T eachers  C o lle g e , t r a n s f e r r in g  to  O berlin  C o llege  in  19**9 w ith  a 
p a r t i a l  s ch o la rsh ip *  There he began h is  c o lle g e  musia t r a in in g  a s  
a  v i o l i n  m ajor in  th e  C o n serv a to ry  o f Music*
In  1951 he e n te re d  th e  m i l i t a r y  s e rv ic e  (A ir F orce) where he 
a t t a in e d  th e  ran k  o f  Airman F i r s t  C lass*  He was honorab ly  d isch a rg e d  
in  195** a f t e r  th e  te rm in a tio n  o f  th e  Korean war*
In  199* he e n ro lle d  in  th e  Wheaton C o llege  C onserva to ry  o f 
Music a s  a  sac red  music major* W hile a t  Wheaton he s tu d ie d  th e  v i ­
o l in  and perform ed f r e q u e n tly  a s  s o lo is t*  He was g raduated  w ith  th e  
B achelo r o f  Music Degree in  195&# and was m arried  to  E s th e r  C la rk  
th e  same year*
He accep ted  an appoin tm ent in  1956 a s  M in is te r  o f Muslo and 
C h r is t ia n  E duca tion  a t  th e  M arquette Manor B a p tis t  Church of C h icago9 
I l l i n o i s .  He h e ld  t h i s  p o s i t io n  f o r  one y e a r w hile  h is  w ife  f in ish e d  
h e r  ed u ca tio n  a t  Wheaton*
In  1957 he accep ted  th e  p o s i t io n  o f  I n s t r u c to r  of Music a t  
Malone C o lle g e , C anton , O hio, and became th e  a s s i s t a n t  co n o ertm aste r 
o f th e  Canton Symphony* D uring th e  same y e a r  he o rgan ised  and became 
th e  co n d u cto r o f th e  Canton Youth Symphony.
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Harvey re c e iv e d  a f u l l  g rad u a te  a s s i s t a n t s h lp  a t  th e  Eastman 
School o f  Music in  I9 6 0 , g ra d u a tin g  w ith  th e  M aster o f Music Degree 
In  Musie L i te r a tu r e  and V io lin  in  1961#
The same y e a r  he e n ro l le d  a t  In d ian a  U n iv e rs ity  School o f Music 
a s  a  v i o l i n  perform ance m ajor in  th e  D octor o f Music deg ree  program , 
hav ing  been awarded a g rad u a te  a s s is ta n s h lp  th e r e .  As a s tu d e n t a t  
In d ia n a  U n iv e rs i ty ,  he s tu d ie d  v io l in  w ith  th e  em inent pedagogue 
J o s e f  G in g o ld , managed th e  In d ia n a  U n iv e rs ity  Symphony O rc h e s tra , and 
conducted  th e  T ra in in g  O rch es tra  o f  th e  School o f M usic, H is s tu d y  
a t  In d ia n a  U n iv e rs ity  was in te r r u p te d  f o r  one sem ester in  1962, w hile  
he se rv ed  in  a s a b b a t ic a l  le a v e  rep lacem en t p o s i t io n  a t  Lebanon 
V a lle y  C o lle g e , A n n v ille , Penna. H is rank  was A s s is ta n t  P ro fe s so r  o f 
S tr in g s  and C onducting , He re tu rn e d  a fte rw ard  to  resume h is  r e s i ­
dence and s tu d ie s  a t  In d ia n a  U n iv e rs i ty , and d u rin g  th e  1963-196** 
season  he served  a s  f i r s t  v i o l i n i s t  in  th e  In d ia n a p o lis  Symphony,
In  196*1* he accep ted  th e  p o s i t io n  o f  I n s t r u c to r  o f S tr in g s  and 
O rc h es tra  a t  C e n tra l  M ichigan U n iv e rs i ty , Mt. P le a s a n t ,  M ichigan, a 
p o s t  which he re ta in e d  f o r  one y e a r .
D uring th e  summer o f  1965 O lin  to u re d  in  I l l i n o i s  and New York 
g iv in g  g u e s t a r t i s t  so lo  r e c i t a l s ,  and to u re d  as  f i r s t  v i o l i n i s t  o f 
th e  F estiva l-O n-W heels  O rch es tra  in  M ichigan.
He accep ted  th e  p o s i t io n  o f  A sso c ia te  P ro fe sso r  o f  Music a t  
Bethany C o lle g e , L indsbo rg , Kansas In  196$. During h is  th re e  y e a rs  
a t  B ethany he to u re d  Kansas and nearby  s t a t e s  p re s e n tin g  v io l in  r e ­
c i t a l s ,  and s t r in g  c l i n i c s .
In 1968 Harvey accepted a f i r s t  v io l in  p o s it io n  w ith  th e  New 
Orleans Philharmonic Symphony, app earin g  a s  v io l in  s o lo i s t  in  1969,
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D uring th e  summer a f  1969 ho served  as v i o l i n i s t  in  th e  Sant* Fe 
Opera o r c h e s t r a ,  S an ta  Fe, New Mexico.
He e n ro lle d  in  th e  D octor o f  M usical A rts  program in  perform ance 
a t  L o u isian a  S ta te  U n iv e rs ity  d u rin g  th e  summer of 1970, and served 
as  f i r s t  v i o l i n i s t  in  th e  Baton Rouge Symphony from 1971 to  1973.
W hile s tu d y in g  a t  L o u isian a  S ta te  U n iv e rs ity , Harvey served as 
g ra d u a te  a s s i s t a n t  s t r i n g  te a c h e r ,  and in  1972 was s e le c te d  f o r  merrt- 
b e rs h ip  in  th e  P i Kappa Lambda honorary  music s o c ie ty .
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